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Dok sam bio student, ružio sam često,
Čitao Praxis, polemizirao vješto.
Anarhizam mi je bio u krvi – svi na barikade!
Sanjao sam kako vodim proletere mlade.
A danas, doktore, pomozi mi,
Teško mi je, vjeruj mi,
Što da radim bez akcije, po čitavi dan...
Azra, ’68 (1982.)
Po svemu sudeći, bezimeni junak poznate rock-balade kultne 
eksjugoslavenske grupe Azra pati od uznapredovale faze 
stanja koje je Walter Benjamin, pišući o njemačkom pjesniku 
Erichu Kästneru (1899.– 1974.), nazvao „melankolijom ljevice”. 
U tekstu Resisting Left Melancholy (čiji naslov odupiranje ovom 
“oboljenju” postavlja gotovo kao primarni cilj suvremene lijevo 
orijentirane misli i djelovanja), Wendy Brown Benjaminovu 
dijagnozu obrazlaže kao „jednoznačni epitet za revolucionara-
improvizatora koji je, u konačnici, više priklonjen određenoj 
političkoj analizi ili idealu – pa čak i propasti tog ideala – 
umjesto prepoznavanju mogućnosti za radikalnu promjenu u 
sadašnjosti”.1 Nije riječ, nastavlja Brown, tek o nespremnosti, i, 
uopće, nedostatku potrebe za hvatanjem u koštac sa sadaš-
njim vremenom, nego i o svojevrsnom „narcizmu u odnosu na 
vlastita politička opredjeljenja i identitete iz prošlosti”, što opet 
proizlazi iz same prirode melankolije koja privrženost izgublje-
nom objektu čini jačom od želje za oporavkom od tog gubitka. 
O kakvom je, međutim, gubitku riječ? Brown ga identificira prije 
svega kao neispunjenost obećanja ljevice da osigura pouzdan 
put do istine i pravde, u gubitku, mogli bismo reći, uvjerenja da 
je pronađen program i da je još jedino njegova realizacija upitna. 
Za melankoličnog junaka naše pjesme gubitak, čini se, počiva 
naprosto u nedostatku, tj. gubitku, „akcije”. Pjesmu je moguće 
čitati kao obračun jednog vremena s drugim, obračun „novog” 
vremena u kojem se autor stihova, pripadnik „novovalne”2 gene-
racije ranih i nabujalih 80-ih u bivšoj Jugoslaviji, Johnny Branimir 
Štulić, s podsmijehom razračunava sa sada već sredovječnim, 
među ostalim i seksualno nerealiziranim, šezdesetosmašem koji 
While I was a student, I had loads of fun
I read Praxis, debated with everyone
Anarchism was in my blood – to the barricades!
I dreamed that I would lead young proletarians.
And now, please doctor, help me
I find it so hard, believe me
What am I supposed to do the whole day, when there’s no 
action... 
Azra, ’68 (1982)
All things considered, the anonymous hero of the famous rock-
ballad, played by the legendary ex-Yugoslav band Azra, suffers 
from an advanced phase of a condition that Walter Benjamin, 
writing about the German poet Erich Kästner (1899-1974), defined 
as “left melancholy”. In her text Resisting Left Melancholy (whose 
very title suggests that resisting this “illness” should practically be-
come the primary goal of contemporary leftist thought and action), 
Wendy Brown defines Benjamin’s diagnosis as an “unambivalent 
epithet for the revolutionary hack who is, finally, attached more to a 
particular political analysis or ideal – even to the failure of that ideal 
– than to seizing possibilities for radical change in the present.”1 It 
is not only, Brown continues, a question of unwillingness or even a 
lack of any need to come to terms with the present, but also of “a 
certain narcissism with regard to one’s past political attachments 
and identity,” (which again originates in the very nature of melan-
choly) making the attachment to the object of one’s loss stronger 
than the willingness to recover from it. But wherein lies this loss? 
Brown identified it primarily as the failed promise of the Left to 
be able to offer a clear and certain path towards the right and 
the true; the loss, we might say, of a belief that the programme 
has been discovered and that the dubitable aspect is at best its 
realization. 
For the melancholic hero of our song, the loss, as it seems, 
rests merely in the absence, i.e. loss of “action”. It is thus po-
ssible to interpret the song as a settling of accounts between 
two different historical periods, between the “new” era in which 
the author, Johnny Branimir Štulić, who belonged to the thriving 
New Wave generation from the early 80s in ex-Yugoslavia2, 
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nije u stanju prepoznati, a kamoli zajašiti novi val akcije. Umjesto 
učinkovite terapije, preostaje mu jedino placebo, u vidu obma-
njujuće regresivne uspavanke: pripjeva koji priziva i ponavljanjem 
produbljuje lažnu nadu da će se „vratiti opet osam šezdeset”.  
raslojavajući vrijeme na brojke i njima mjereći udaljenost od sa-
dašnjosti do pojedinih trenutaka iz prošlosti, 2008. godine zaključili 
smo, između ostalog, i to da je od globalnih studentskih pobuna 
1968-e prošlo četrdeset godina. Iz kojih smo se pozicija i pobuda 
pridruživali, odbijali ili naprosto smatrali irelevantnim pridružiti se 
obilježavanju te „godišnjice”? Jesmo li bliži nemoćnom, melanko-
ličnom junaku spomenute pjesme, (zaljubljenom u vlastiti gubitak) 
ili ironičnoj, nadmoćnoj poziciji njezina autora? tko smo, uostalom, 
ti zapitani, pretpostavljeni „mi”, s prvim licem množine koje se 
pojavljuje i u citiranom tekstu Wendy Brown i koje, u najmanju ruku 
nerealno, nepristojno, politički nekorektno i kolonizatorski, pretpo-
stavlja ujedinjeni, homogeni subjekt? Ili je ta neoprezna pretpo-
stavka tek još jedan simptom melankoličnog stanja – snivanja o 
izgubljenoj solidarnosti?
“P.S. se zanosi tajnom početnih godina; uspomena na nešto 
što je bilo a možda ni to.”3
U predgovoru svoje zbirke eseja obuhvaćenih nazivom Between 
Past and Future hannah Arendt također govori o gubitku, ali na 
















PUNO vIŠE NEGO PrIJE rAtA
NOvO vrIJEME. stArO stANJE
NOvO vrIJEME IstO srANJE!
NOvO. NOvO. NOvO vrIJEME
drUGOvI! (I dOMAćIcE)
U POstEPENOM POrAstU (PrAvO ZAdOvOLJstvO)
U KrItIčNIM GOdINAMA (MOžE dONIJEtI PrOMJENE)
OPEt ćEMO dOKAZAtI (NEOtPOrNOM OrGANIZMU)
AKO BUdE trEBALO
3 PUtA dNEvNO JEdNU
žLIčIcU UZ MALO vOdE!
NOvO. NOvO. NOvO vrIJEME
vrIJEME dANAs:
dUBOKO POdrUčJE NIsKOG ZrAčNOG PrItIsKA.
KOJE sE KrEćE Od ZAPAdA PrEMA UrALU
ZAhvAtIt ćE NOćAs NAŠE KrAJEvE!
NOvO. NOvO. NOvO vrIJEME
"NOvO vrIJEME, drUGOvI, dONOsI sA sOBOM I NOvE ZAdAtKE!"
(POdvUKAO JE NA KrAJU svOG IZLAGANJA)
BULdOžEr, novo vRIjeMe, 1980.
mocks the now middle-aged and, among other things, sexually 
frustrated sixty-eighter, who is incapable of recognizing the new 
wave of action, much less riding along with it. Instead of effective 
therapy, he is left with a placebo: a deceptive and regressive lullaby 
in the form of a refrain that evokes and, by repetition, deepens the 
false hope that “sixty + eight will come back again.”  
dissecting time into numbers and measuring the distance between 
the present and certain moments of the past, we observed, among 
other things, that in 2008 we were forty years away from the global 
student protests of 1968. What positions and intentions have we 
adopted in joining or rejecting this “anniversary”, or simply marking 
it as irrelevant? Are we closer to the powerless, melancholic hero of 
the song (who is in love with his own loss) or the sarcastic, superior 
position of its author? And who are the professed “we”, posing the 
question, with the first person plural that also appears in the above-
quoted text by Wendy Brown and that, to say the least, unrealistically, 
rudely, in a politically incorrect and colonizing manner, presupposes 
a unified and homogeneous subject? Or is that heedless assumption 
simply another symptom of the melancholic condition – dreaming 
about some lost solidarity?
“P.S. is intoxicated by the secret of the early years; the memories 
of something that used to be and perhaps not even that.”3
In the preface to the collection of essays published under the title 
Between Past and Future, hannah Arendt also writes about loss, 
but in a significantly different manner. starting from the writing of the 
-
NEW tIMEs1   
cOMrAdEs!
OUr MIssION
IN thE trANsItIONAL FUtUrE
Is tO GUArd thE BOrdErs OF POssIBILItIEs
cOMrAdEs ANd cOMrAdEssEs!
OUr cOMMON WIsh
Is tO MAKE A stEP AhEAd
IN A NEW LIGht
2Nd hALF
strONG YOUNG MEN
ArE BEAtING thE WOrLd rEcOrd
hIGh
hIGEr! EvEN hIGhEr!
MUch hIGhEr thAN BEFOrE thE WAr
NEW tIMEs. OLd stAtE.
NEW tIMEs. sAME crAP!
NEW, NEW, NEW tIMEs
cOMrAdEs! (ANd hOUsEWIvEs)
IN A GrAdUAL INcrEAsE (A trUE PLEAsUrE)
IN crItIcAL YEArs (It cAN BrING ABOUt chANGEs)
WE WILL PrOvE ONcE AGAIN (tO thE NON-rEsIstANt OrGANIsM)
IF NEcEssArY
3 tIMEs A dAY ONE
sMALL sPOON WIth A drOP OF WAtEr
NEW, NEW, NEW tIMEs
thE WEAthEr IN thE tIME OF tOdAY A dEEP ArEA OF LOW AIr 
PrEssUrE
MOvING FrOM thE WEst tOWArds thE UrAL MOUNtAINs
WILL rEAch tONIGht OUr rEGION!
NEW, NEW, NEW tIMEs   “NEW tIMEs, cOMrAdEs, sEEK ALsO 
cOMMItMENt tO NEW tAsKs!
(hE POINtEd OUt, cONcLUdING hIs sPEEch)
BULdOžEr, NOvO vrIJEME (NEW tIMEs), 1980 
_____
1trANsLAtION OF A 1980 sONG BY BULdOžEr
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rené chara, nastalih za vrijeme njegova sudjelovanja u francuskom 
pokretu otpora, ona poimanje gubitka (također) poetizira govoreći o 
„izgubljenom blagu revolucija”.4 Međutim, za razliku od Brown koja 
se usmjerava na konkretnu političku orijentaciju i gubitak njezina 
„obećanja”, Arendt blago revolucija pronalazi upravo u onom nedo-
kučivom, bezimenom, onom što pripada sferi zgusnutog iskustva, 
koje je moguće samo živjeti, ali nikako definirati ili prenijeti budu-
ćim pokoljenjima – čak ni u obliku imena, a kamoli usustavljenog 
programa djelovanja. Paradoksalno, čini se da je upravo onima koji 
su ga živjeli ono sada najneuhvatljivije i „najbezimenije”.5  U zapisima 
o kojima piše Arendt, char predskazuje nadolazeći gubitak svog 
„blaga” – intenzivnog, osjetilnog, iskustvenog, na neki način bazič-
noga stanja u kojem se zatekao kao pripadnik pokreta otpora: „Ako 
preživim, znam da ću se morati rastati s aromom ovih esencijalnih 
godina, te potiho odbaciti (ne potisnuti) moje blago.”6 revolucionar-
na borba ili možda revolucionarno stanje subjekta se, kroz charove 
zapise i Arendtinu interpretaciju, postavlja tako ne kao obećanje 
novog početka, već kao slutnja gubitka usred iznenadnog bljeska 
trenutka doživljene istine – čak ako je taj bljesak i bio samo privid. 
char to opisuje kao stanje krajnje ogoljenosti subjekta od svega 
suvišnog, od svih maski, od neiskrenosti. to je stanje u kojem se 
subjekt konačno istodobno pronalazi i nadilazi svoju pojedinačnost, 
u kojem okončava „potragu [za samim sobom] ne kroz ovladavanje 
vještinama, već u goloj nezadovoljenosti.”7
French poet rené char from the period of his engagement in the 
French resistance movement, she (likewise) poeticises the notion of 
loss by speaking of the “lost treasure of the revolutions”.4 however, 
unlike Brown, who focuses on a specific political orientation and 
the loss of its “promise”, Arendt finds the treasure of the revo-
lutions precisely in that elusive, nameless entity that belongs to 
the sphere of concentrated experience, which can be only lived, 
but can not be defined or passed on to future generations – not 
even as a name, much less as a structured programme for action. 
Paradoxically, it is exactly those who have lived it that now find it 
to be the most “nameless” and elusive.5 In the writings to which 
Arendt refers, char predicted the coming loss of his “treasure” – an 
intense, sensual, experiential, in a way fundamental state in which 
he found himself as a member of the resistance movement: “If I 
survive, I know that I shall have to break with the aroma of these 
essential years, silently reject (not repress) my treasure.”6 revolu-
tionary struggle, or perhaps the revolutionary state of a subject, is 
put forward, both in char’s writing and in Arendt’s interpretation, 
not as the promise of a new beginning, but as a sense of loss in 
the midst of a sudden, flashing moment of experienced truth – 
even if that flash was only an apparition. char described it as a 
state of extreme nakedness of the subject, as being stripped of all 
that was superfluous, of all masks or insincerities. It is a state in 
which the subject finally encounters himself and at the same time 
surpasses his individuality, in which he thus ceases to be “in quest 
of [himself] without mastery, in naked unsatisfaction.”w
-
PO čEMU ćE sE U KOLEKtIvNOJ 
BEsvIJEstI PAMtItI 2008-A? U 
ZAGrEBU, PO  “hvAtANJU U KOŠtAc” 
s OrGANIZIrANIM KrIMINALOM? U 
rEGIJI KAO GOdINA KAdA JE KOsOvO 
dOBILO NEZAvIsNOst I KAdA JE UhIćEN 
rAdOvAN KArAđžIć, tJ. dr. dABIć? 
INtErNAcIONALNO KAO GOdINA U 
KOJOJ sU s PrIJEstOLJA sIŠLI FIdEL 
cAstrO U KUBI I GEOrGE W. BUsh U 
AMErIcI? hOćE LI  2008. GOdINA OstAtI 
ZAPAMćENA PO OLIMPIJsKIM IGrAMA 
U KINI, KOJE ćE MOždA ZAsJENItI rAt 
U JUžNOJ OsEtIJI? čINI sE IPAK dA JE 
ONO PO čEMU ćEMO PAMtItI 2008. 
ZAPOčELO vEć U sIJEčNJU IstE GO-
dINE, PrOBIJANJEM ONOGA ŠtO ZOvU 
“PsIhOLOŠKOM BArIJErOM” Od 100 
Usd ZA BArEL NAFtE. POvJEsNIčArI 
NAJAvLJUJU KrAJ JEdNE ErE 
-
IN thE cOLLEctIvE UNcONscIOUs-
NEss, WhAt WILL 2008 BE rEMEM-
BErEd BY? IN ZAGrEB, As A YEAr OF 
”cONFrONtING ANd dEALING WIth” 
OrGANIZEd crIME? IN thE rEGION 
As A YEAr WhEN KOsOvO WON 
INdEPENdENcE ANd WhEN rAdOvAN 
KArAdžIć, I.E. dr dABIć, WAs Ar-
rEstEd? INtErNAtIONALLY, As A YEAr 
WhEN FIdEL cAstrO LEFt thE thrONE 
IN cUBA ANd GEOrGE W. BUsh IN 
AMErIcA? WILL 2008 BE rEMEMBErEd 
BY thE OLYMPIc GAMEs IN chINA, 
WhIch WILL MAYBE OvErshAdOW thE 
WAr IN sOUth OssEtIA? It sEEMs thAt 
thE ONE thING WE WILL rEMEMBEr 
2008 BY stArtEd ALrEAdY IN JANUArY 
OF thE sAME YEAr, BY BrEAKING 
thrOUGh thE sO-cALLEd PsYchO-
LOGIcAL BArrIEr OF $100 PEr BArrEL 
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thIs Is thE OBJEct IN thE cINEMA cLUB WhIch PAvE MAdE OUt OF sOME PLAstIc 
PIEcEs. Or thE PhOtO's shOWING sOMEthING sIMILAr tO thAt. MAYBE It's A 
rEFLEctION OF sOME sOrt. Or Is It sOMEthING cOMPLEtELY dIFFErENt - It's 
NOt QUItE cLEAr tO ME.
OBILJEžENE ErUPcIJOM GLOBALNOG 
sLOBOdNOG tržIŠtA KOJEGA JE, KAO 
ŠtO I BrOKErI NA WALL strEEt-U 
ZNAJU, PrEdvIdIO sAM KArL MArx. 
sItUAcIJA 2008., čINI sE, NAPrOstO 
JOŠ JEdANPUt POtvrđUJE NJEGOvE 
tEZE dA GLOBALNI KAPItALIZAM MOžE 
FUNKcIONIrAtI JEdINO U UvJEtIMA 
stALNE NEstABILNOstI, KAO sErIJA 
KrIZA. ONO ŠtO JE, MEđUtIM, rAZ-
LIKOvALO rAZdOBLJE PrIJE drUGOG 
svJEtsKOG rAtA Od sAdAŠNJEGA 
JE čINJENIcA dA JE U tO vrIJEME 
POstOJALA LJEvIcA, KOJA JE dANAs 
NA POLItIčKOJ MArGINI. rAdIKALNA 
dEsNIcA PAK FUNKcIONIrA KAO 
INstrUMENt ZA NEGAtIvNU LEGItI-
MAcIJU, čINEćI svE LIBErALNE OPcIJE 
NAIZGLEd BOLJIM OPcIJAMA, tZv. 
”MANJIM ZLOM”.
OIL. hIstOrIANs PrEdIct AN ENd tO AN 
ErA MArKEd BY thE GLOBAL ErrUP-
tION OF FrEE MArKEt WhIch, As EvEN 
BrOKErs ON WALL strEEt KNOW vErY 
WELL, WAs PrEdIctEd BY KArL MArx 
hIMsELF. It sEEMs thAt thE sItUAtION 
IN 2008 ONcE MOrE cONFIrMs hIs 
thEsEs thAt GLOBAL cAPItALIsM 
cAN FUNctION ONLY As A sErIEs OF 
crIsEs. WhAt dIstINGUIshEd thE 
PErIOd BEFOrE thE WOrLd WAr II 
FrOM tOdAY Is thE FAct thAt At thAt 
tIME thE LEFt ExIstEd ANd Is NOW At 
POLItIcAL MArGINs. rAdIcAL rIGht, 
hOWEvEr, FUNctIONs As AN INstrU-
MENt FOr NEGAtIvE LEGItIMIZAtION, 
MAKING ALL LIBErAL OPtIONs INtO 
sEEMINGLY BEttEr OPtIONs, thE sO-
cALLEd ”LEssEr EvIL”. 
sL.1 / vIdI BILJEŠKU 5.
| 
ILL.1 / sEE FOOtNOtE 5.
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čak i u takvom trenutku pronalaska, koincidencije sa samim 
sobom, ne postiže se sloboda, ona je tada možda na najmanjoj 
mogućoj razdaljini, ali i dalje je tek privid: „Prilikom svakog za-
jedničkog objeda, sloboda je pozvana da nam se pridruži. stolac 
ostaje prazan, ali mjesto je pripremljeno.”8 Za Arendt, preduvjet 
nagovještaja slobode ovdje ne podrazumijeva oslobođenje od ne-
prijateljske tiranije, nego začetak stvaranja zajedničkog, „javnog” 
prostora među pripadnicima pokreta. 
Kolektivno djelo
KRITIČKo-RACIonALnI PRISTuP
Kolektivno djelo je sušta suprotnost onom nastojanju kojim 
smo neprestano obuzeti kao pojedinci: afirmacija ličnosti, 
koja se potvrđuje i ostvaruje u svom individualnom djelu. 
Svjedoči o svojoj sudbini, jer i ne može o tuđoj, ako ne želi 
rizik neistine i iskonstruiranosti.
Da li ipak želim kolektivno djelo?
The ColleCTive WorK 
CriTiCAl -  rATioNAl APProACh
thE cOLLEctIvE WOrK Is thE cOMPLEtE OPPOsItE OF thE 
EFFOrts WE ArE cONstANtLY MAKING As INdIvIdUALs: tO 
AFFIrM thE PErsON, WhO Is cONFIrMEd ANd rEALIsEd IN 
thE INdIvIdUAL WOrK. thE INdIvIdUAL tEstIFIEs tO hIs/hEr 
dEstINY. BEcAUsE hE/shE cAN NOt tEstIFY tO sOMEONE 
ELsE’s WIthOUt tO BE UNtrUthFUL ANd ArtIFIcIAL. 
dO I dEsIrE A cOLLEctIvE WOrK ALL thE sAME? 
I dO.
Is A cOLLEctIvE WOrK POssIBLE?
I sUPPOsE thAt It WOULd NEEd A cOMMON GOAL, ANd 
EQUALItY OF thOUGht ANd WILL. KINdErEd FEELINGs. ANd 
sOME, At LEAst MINIMAL, cOMMON ENthUsIAsM. A ‘cON-
strUctIvE’ cOLLEctIvE WOrK cErtAINLY ALsO dEMANds A 
cErtAIN cOMMON PrOGrAM OF thE WOrK.
GorGoNiAN APProACh
FIrst PrOJEct
A cOLLEctIvE WOrK Is sEcrEtLY crEEPING BEtWEEN OUr 
hANds ANd FUtIvELY ENtErING thrOUGh thE dOOr OF 
thE ŠIrA’s sALON. It Is AssEMBLING Its PArts INN GrEAt 
sEcrEcY, GAthErING thE PIEcEs INtO AN INdIstINct WhOLE 
FULL OF A cErtAIN KINd OF MEANING. 
At NIGht It INAdvErtEdLY FALLs APArt ANd LOOKs FOr It-
sELF AGAIN, BEcAUsE It dOEs NOt YEt KNOW Its cOLLEctIvE 
EssENcE. FOr sEvErAL dAYs It sLEEPs rEstLEssLY, drEAMs 
UNcONNEctEd PIctUrEs, ANd GrAdUALLY It trANsFOrMs 
ItsELF INtO A FINIshEd WOrK. (ŠIrA stILL KNOWs NOthING 
ABOUt It.) JUst BEFOrE thE OPENING It trIEs tO rUN AWAY, 
BUt ŠIrA, WhO hAs IN thE MEANtIME FOUNd sOMEthING OUt, 
LOcKs thE sALON. ON thE OPENING dAY thE cOLLEctIvE 
WOrK Is vErY dOWNcAst ANd PALE, ALMOst INvIsIBLE, vErY 
INhOMOGENEOUs, It hArdLY ExIsts. NONE OF thE vIsItOrs 
PAY ANY AttENtION tO It ALthOUGh thEY ArE ALL IN vErY 
GOOd sPIrIts. dUrING thE FOLLOWING dAYs thE cOLLEc-
tIvE WOrK Is dEvOUrEd BY A sEcrEt ILLNEss, It sUFFErs 
cOMPLEtE MEMOrY LOss ANd MELts AWAY LIKE A PIEcE OF 
sNOW IN thE strEEt. WhEN thE ExhIBItION cLOsEs It Is sEEN 
NOt tO ExIst ANY LONGEr. ALL thAt rEMAINs Is A sMALL 
POOL OF LIQUId IN ONE cOrNEr OF thE sALON. thE WAKE Is 
cELEBrAtEd.
sEcONd PrOJEct
thE cOLLEctIvE WOrK Is PrOdUcEd As FOLLOWs.
ON thE FIrst dAY thE FIrst GOrGONIAN ENtErs thE sALON 
(thEY cOME IN ALPhABEtIcAL OrdEr Or ELsE LOts ArE 
cAst) ANd stArts thE cOLLEctIvE WOrK. 
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OdGOvOr đUrE sEdErA NA UPIt JE LI 
MOGUćE NAPrAvItI KOLEKtIvNO dJELO, 1963.
| 
đUrO sEdEr’s  rEsPONsE tO thE QUEstION 
WhEthEr It Is POssIBLE tO MAKE 
A cOLLEctIvE WOrK, 1963
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Želim.
Da li je Kolektivno djelo moguće?
Pretpostavljam da je potreban zajednički cilj, zatim podudar-
nost misli i volje. Srodnost osjećanja. I neko, barem minimalno, 
zajedničko oduševljenje. Za „konstruktivno” Kolektivno djelo 
potreban je svakako još i određen zajednički program rada.
U navedenom kratkom tekstu susrećemo neke od ključnih 
pojmova koji nam rastvaraju niše asocijativnog čitanja cijelog 
jednog razdoblja, njegove atmosfere i (neostvarivosti) njegova 
transformativnog potencijala: kolektivitet, pojedinac, istina, neisti-
na, potraga, misao, djelo, prisutnost ili odsutnost programa. tekst 
je izvadak iz jedne u nizu „domaćih zadaća” koje su međusobno 
izmjenjivali pripadnici zagrebačke umjetničke grupe Gorgona9. 
U ovom slučaju, zadatak svim članovima grupe bio je odgovoriti 
na pitanje: je li moguće načiniti kolektivno djelo? Odgovarajući 
na to pitanje đuro seder razmatra „kritičko-racionalni pristup” 
thIrd PrOJEct 
thE cOLLEctIvE WOrK Is cOMMIssIONEd IN AN UNKNOWN 
WOrKshOP ANd thE YOUNG WhO Is sEcrEtArY thErE 
sENds WOrd thAt It Is FINIshEd. ON thE OPENING dAY ALL 
thE GOrGONIANs WIth thE hELP OF NIKOLA, cArEFULLY 
BrING thE cOLLEctIvE WOrK INtO thE sALON. thE INvItA-
tIONs hAvE BEEN sENt ANd MIKAc hAs ALrEAdY hANdEd 
OUt thE POstErs. At thE LAst MOMENt thEY dIscOvEr, 
tO thEIr hOrrOr, thAt thE cOLLEctIvE WOrK Is tOO BIG 
tO BE BrOUGht IN thrOUGh thE dOOr. dUrING GENErAL 
cONstErNAtION AMONG thE AUthOrs ANd thE GUEsts, IN 
thE trAFFIc JAM cAUsEd BY thE cOLLEctIvE WOrK, It Is 
dEcIdEd tO PUt thE ExhIBItION OFF. 
FOUrth PrOJEct
thE cOLLEctIvE WOrK Is FINIshEd. thE ExhIBItION WAs 
hELd LONG AGO ANd WE MOvE ON tO dIscUss thE POs-
sIBILItIEs OF OthEr IMPOrtANt UNdErtAKINGs. 
viSioNS
thE cOLLEctIvE WOrK hAs NO FAcE.
thE cOLLEctIvE WOrK cAN NOt sPEAK. 
thE cOLLEctIvE WOrK dOEs NOt KNOW Its BEGINNING, It 
ONLY hAs AN ENd. 
thE cOLLEctIvE WOrK cANNOt BE FOrEsEEN As A FOrM, 
ONLY As AN EFFOrt.
thE FINAL APPEArANcE OF thE cOLLEctIvE WOrK Is OF NO 






ON thE sEcONd dAY thE sEcONd GOrGONIAN  ENtErs ANd 
cONtINUEs thE cOLLEctIvE WOrK.
ON thE thIrd dAY thE thIrd GOrGONIAN ENtErs ANd dOEs 
thE sAME.
ON thE FOUrth dAY thE FOUrth GOrGONIAN crEAtEs thE 
cOLLEctIvE WOrK.
ON thE FIFth dAY thE FIFth, ANd ON thE sIxths dAY thE 
sIxth GOrGONIAN WOrKs. 
ON thE sEvENth dAY thE sEvENth GOrGONIAN.
thE NExt thrEE dAYs ArE rEsErvEd FIr GOrGONIANs WhO 
MAY BE UNKNOWN ANd WhO MAY WANt tO PArtIcIPAtE.
AFtEr thIs thE cOLLEctIvE WOrK Is FINIshEd. 
A  GUArANtEE OF sEcrEcY Is EssENtIAL IN thIs PrOJEct. 
NONE  OF thE GOrGONIANs hAvE ANY IdEA OF WhAt thEIr 
PrEdEcEssOrs dId. ABsOLUtE FrEEdOM OF MOvEMENt Is 
ALLOWEd.
ON thE OPENING dAY thE thE cOLLEctIvE WOrK AMAZEs Its 
crEAtOrs ANd thE PUBLIc. ŠIrA Is dEsPErAtE. 
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FOtO-POZIrANJE NA sAMOstALNOJ IZLOžBI JULIJA KNIFErA U 
GALErIJI sUvrEMENE UMJEtNOstI U ZAGrEBU 
(FOtOGrAFIJA: BrANKO BALIć), 1966. 
| 
PhOtO-sEssION At JULIJE KNIFEr’s sOLO ExhIBItION At 
GALLErY OF cONtEMPOrArY Art IN ZAGrEB 
(PhOtO: BrANKO BALIć), 1966
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ideji kolektivnog djela da bi mu, u nastavku teksta, suprotstavio 
„gorgonski pristup”, koji se prethodnim zdravo-konstruktivnim 
postavkama istodobno izruguje ali na neki način i čezne za 
njima. Blagonaklono se smije gotovo djetinjoj naivnosti vjerova-
nja da je, pod pretpostavkom da su svi uvjeti zadovoljeni i sve 
pripreme obavljene, moguće ostvariti zadani cilj. Unatoč tome, 
upušta se u avanturu igre pokušaja i promašaja, traženja ulaznih 
punktova, obilazeći s različitih strana mogućnost ostvarenja „ne-
mogućeg projekta”. U četiri ponuđena nacrta za kolektivno djelo, 
svaki put nešto pođe po zlu, i to na vrlo različite načine: u prvom 
je ono nevidljivo, u drugom nije ostvareno kolektivno, u trećem je 
njegov oblik neodgovarajući prostoru/instituciji koja ga pokazuje, 
dok u četvrtom samo djelo postaje redundantno i nepotrebno... 
Ono što povezuje sve navedene primjere je nekompatibilnost 
institucija i sustava — čiji je predstavnik ovdje Šira, vlasnik 
uramljivačkog salona koji je Gorgona unajmljivala za izložbe — i 
utopijske ideje poput „Kolektivnog djela”: ono postoji sve dok 
se ne počne materijalizirati u konkretnim prostorno-vremenskim 
uvjetima.
-
KAKo u PoTPunoSTI neSTATI?1  
GOdINE 1969., stUdENtIMA KLAsE dAvIdA AsKEvOLdA NA NOvA scOtIA cOLLEGE OF 
Art ANd dEsIGN (NscAd) U hALIFAxU U KANAdI, UMJEtNIK rOBErt BArrY ŠALJE tELE-
FAKsOM JEdNOstAvNU INstrUKcIJU ZA IZvEdBU GrUPNOG rAdA: stUdENtI trEBAJU 
OsMIsLItI ZAJEdNIčKU IdEJU O KOJOJ NE sMIJU NIKOME IZvAN sKUPINE NIŠtA rEćI. rAd 
ćE POstOJAtI svE dOK IdEJA OstANE tAJNA, sKrIvENA UNUtAr GrUPE. AKO NEtKO OdA 
tAJNU, rAd PrEstAJE POstOJAtI.
____
1 «how to disappear completely», naziv pjesme na albumu Kid A (2000) grupe radiohead
više akcije! manje suza!10
Uspostavljanjem narativa o otklonu kojega podrazumijeva 
specifični „gorgonski” pristup, moguće je uspostaviti i temeljne 
odrednice djelovanja grupe ili po riječima dimitrija Bašičevića 
Mangelosa – ”gorgonašenja”. Premda Mangelos, pišući Moskov-
ski manifest 1977. godine, povodom Gorgonine „posthumne” 
izložbe11, ovaj naziv koristi s dozom ironije, proglašavajući isto-
dobno smrt Gorgone i smrt umjetnosti, on će nam ipak poslužiti 
kako bismo se, barem ovdje, otrgli beznađu imenovanja i kako 
-
BOrIM sE s tEKstOM! PrOŠLI sU sAtI, A JOŠ 
sAM U crtIcAMA, NAZNAKAMA.2 PrOLAZEćI 
KrOZ NJIh, svE MI sE čINI MOGUćE, ZAPIsUJEM 
NA MArGINAMA, POBJEdONOsNO stAvLJAM 
UsKLIčNIKE! čINI MI sE dA JE PrOBLEM UPrAvO 
U tOME dA sE NE MOGU PrEPUstItI EKsPErI-
MENtU, dA NEPrEstANO MIsLIM dA trEBA POs-
tOJAtI PLAN, PrOGrAM dJELOvANJA, PrOGrAM 
PIsANJA, A tO JE UPrAvO ONO PrOtIv čEGA 
“UstAJEMO” U OvOM tEKstU, PrOtIv PrOGrA-
MA PIsANJA I PrOGrAMA KAO tAKvOG, PrOtIv 
NJEGOvE NEMOGUćNOstI dA dOtAKNE IstINU. 
MOždA ZAtO JEr JE OdLUKA O EKsPErIMENtU 
IPAK OdLUKA? JEr JE I ONA NEKI PrOGrAM? 
BOJIM sE, JEr ZNAM dA, KAd JEdNOM KrENEM, 
MOrAM NAstAvItI; dA svAKA rIJEč vOdI 
drUGOJ, svAKO sLOvO ZArEZU, svAKA tOčKA 
rAZMAKU. A rAZMAK MEđUPrOstOrU U KOJEM 
sE NEMA ŠtO vIŠE rEćI. ILI NE žELI.
____
2 “Moraš jednom i pucat, ne mo’š samo dodavat.” 
slaven Bilić, izbornik hrvatske nogometne repr-
ezentacije
-
“KOKEtNI, čAK I vEsELI 
NIhILIZAM. PrEPOZNAJE 
sE dA sE NEMA ŠtO 
rEćI, NO UNAtOč tOME, 
NAstAvLJA sE GOvOrItI. 
OtKrIćEM dA sE NEMA 
ŠtO rEćI, trAžI sE 
NAčIN dA sE ONdA 
KAžE tO.” 
sUsAN sONtAG, The 
AeSTheTICS oF SILenCe  
Even in such moment of discovery, of coincidence with oneself, 
one does not achieve freedom; it is perhaps at the least possible 
distance, but even so remains an apparition: “At every meal that 
we eat together, freedom is invited to sit down. the chair rema-
ins vacant, but the place is set.”8 For Arendt, a precondition for 
the proposition of freedom does not entail liberation from hostile 
tyranny, but the beginning of creating a common, “public” space 
among the members of the movement. 
Collective work
crItIcAL-rAtIONAL APPrOAch
The Collective Work is the complete opposite of the efforts we 
are constantly making as individuals: to affirm the person, who 
is confirmed and realised in the individual work. The individual 
testifies to his/her destiny. Because he/she can not testify to 
someone else’s without to be untruthful and artificial. 
Do I desire a Collective Work all the same? 
I do.
Is a Collective Work possible?
I suppose that it would need a common goal, and equality of 
thought and will. Kindered feelings. And some, at least minimal, 
common enthusiasm. A ‘constructive’ Collective work certainly 
also demands a certain common program of the work.
this short text lists some of the crucial concepts that open up 
niches of associative reading of an entire era, its atmosphe-
re and its (unrealizable) transformative potential: collectivity, 
individual, truth, fallacy, quest, thought, work, presence or 
absence of a programme. It is an excerpt from one of the 
“homeworks” that members of the Zagreb art group Gorgona9 
used to exchange. In this case, the task for all group members 
was to answer the following question: Is it possible to make 
a collective work? In his answer, đuro seder considered the 
“critical-rational approach” to the idea of collective work, only 
to oppose it later in his text through the “Gorgonic approach,” 
which mocked the preceding commonsensical and construc-
tive premises, though in a way longing for them as well. the 
“Gorgonic approach” benignly laughs at the almost childish 
naïveté of belief that, if all conditions are met and all prepara-
tions done, it is possible to realize the intended goal. despite 
that, it plunges into the adventure of trials and errors, of see-
king entry points, circling around the possibility of realizing the 
“impossible project,” and looking at it from various sides. In 
four suggested plans for collective work, each time something 
goes wrong, and in very different ways: first it is invisible, then 
it hasn’t been achieved collectively, in the third case its form 
does not correspond to the space/institution that presents it, 
in the fourth the very work becomes redundant and useless... 
What links all the examples is the incompatibility of institutions 
and the system (represented here by Šira, the owner of the fra-
me shop that Gorgona rented for exhibitions) and the utopian 
idea, such as the “collective Work”: it exists only until it begins 
to materialize in specific spatial and temporal circumstances.
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-
I strUGGLE WIth thE tExt! hOUrs hAvE PAssEs ANd I’M stILL tANGLEd UP IN 
BIts, cLUEs.* GOING OvEr thEM, EvErYthING sEEMs POssIBLE, I JOt dOWN IN thE 
MArGINs, I INsErt ExcLAMAtION MArKs vIctOrIOUsLY! It sEEMs thAt thE PrOBLEM 
Is ExActLY thE FAct thAt I cAN’t GIvE IN tO thE ExPErIMENt, thAt I KEEP thINKING 
thErE NEEds tO BE A PLAN, A PrOGrAM OF ActION, A PrOGrAM OF WrItING, WhIch 
Is ExActLY WhAt WE ArE ’rIsING’ AGAINst IN thIs tExt; AGAINst A PrOGrAM OF 
WrItING ANd PrOGrAM IN GENErAL, AGAINst Its INcAPAcItY tO rEAch thE trUth. 
It MIGht BE BEcAUsE thE dEcIsION tO ExPErIMENt Is stILL IN ItsELF A dEcIsION? 
BEcAUsE It ALsO IMPLIEs A PrOGrAM? I’M AFrAId, FOr I KNOW thAt ONcE I stArt, I 
MUst cONtINUE; thAt EAch WOrd LEAds tO ANOthEr, EAch LEttEr tO A cOMMA, 
EAch FULL stOP tO A sPAcE. ANd A sPAcE tO A sPAcE BEtWEEN, IN WhIch thErE Is 
NOthING LEFt tO sAY. Or NOthING thAt WANts tO BE sAId.
_____
*”You have to shoot eventually, you can’t just pass the ball around”, slaven Bilić, croatian 
football team coach
bismo se, u čast Gorgone, distancirali od blasfemičnog učinka 
nazivanja Gorgonina —„gorgonašenja”? — djelovanjem. 
Izričući nešto, neminovno se otvara prostor za njegovu negaci-
ju, za poziciju oponiranja koja nam se, naviknutima razmišljati u 
dihotomijama, ukazuje. Je li „misao” odgovarajući suprotni pol 
djelovanju, nužan kako bi se zatvorio ovaj dihotomijski par? 
Kao što povijest revolucija sažimlje pričom o davno izgublje-
nom blagu koje se, s vremena na vrijeme, iznenada pojavljuje 
pa opet nestaje, tako i intelektualnu povijest 20. stoljeća Arendt 
interpretira kao dvostruko ponovljeno okretanje izmjeničnih 
faza „misli” i „akcije” („thought” i „action”). Uslijed krize meta-
fizike koja više nije u stanju ni postaviti prava pitanja, a kamoli 
ponuditi odgovore, generacija egzistencijalista s početka 20. 
stoljeća utočište pronalazi u obratu k akciji. s druge strane, 
generacija rené chara, nakon drugog svjetskog rata, tijekom 
kojega je prisiljena na djelovanje, okreće se ponovno polju 
misli, potrebi promišljanja neposredne prošlosti. 
Arendt svoju knjigu obavljuje 1961., dakle prije nego što je 
mogla svjedočiti svjetskim zbivanjima 1968., još jednom obratu 
iz „misli” u akciju. Niti Gorgona, koja svoje djelovanje kao grupa 
završava 1966., još nije usred tog obrata. Ona tek iscrtava 
putanju „gorgonašenja”, stalno iscrtavanje mogućeg „odmaka”, 
putanju koju ćemo kasnije slijediti kroz zbivanja na lokalnoj 
umjetničkoj sceni koncem šezdesetih i tijekom sedamdesetih.
„Gorgona ponekad nije radila ništa, samo je živjela.”12 
Gorgona živi početkom šezdesetih godina, u doba, još uvijek 
vrhunca, projekta izgradnje jugoslavenskog samoupravnog 
-
”KNJIžEvNOst, ZAKLJUčIO JE sArtrE, 
FUNKcIONIrA KAO BUržUJsKA ZAMJENA ZA 
stvArNI ANGAžMAN U svIJEtU.” 
(httP://EN.WIKIPEdIA.OrG/WIKI/JEAN-PAUL_sArtrE)
-
“PrIJE NEGO ŠtO NAPIŠEM PJEsMU, 
MOrAM POKUPItI sMEćE U svOJOJ ULIcI.” 
(vLAdO MArtEK) 
moGuće vArijACije NA mArTeKA:
PrIJE NEGO ŠtO NAPIŠEM PJEsMU, 
MOrAM POKUPItI sMEćE U svOJOJ ULIcI.
PrIJE NEGO stO NAPIŠEM PJEsMU, 
MOrAM POKUPItI sMEćE U svOJOJ UMJEtNOstI.
PrIJE NEGO ŠtO NAPIŠEM PJEsMU, 
MOrAM POKUPItI UMJEtNOst U svOM sMEćU.
PrIJE NEGO ŠtO NAPIŠEM PJEsMU, 
MOrAM NEOdLOžIvO OdGOdItI OdGAđANJE.
more Action! less Tears!10
By establishing a narrative of deviation, implied by the pecu-
liar “Gorgonic” approach, it is possible to establish the basic 
determinants of the group’s activity or, to use the term of 
dimitrije Bašičević Mangelos – ”Gorgonizing”. Even though 
Mangelos, writing his Moscow Manifesto in 1977, on the 
occasion of Gorgona’s “posthumous” exhibition11, used this 
term with a touch of irony, proclaiming both Gorgona’s death 
and the death of art, it may still help us to, at least here, 
resist the helplessness of naming and honour Gorgona by 
distancing ourselves from the blasphemous effect of calling 
Gorgona’s —  “Gorgonizing”? — an activity. 
-
hoW To DISAPPeAR CoMPLeTeLy?* IN 1969 thE 
ArtIst rOBErt BArrY FAxEd A sIMPLE INstrUc-
tION FOr MAKING A cOLLABOrAtIvE WOrK, As 
AN AssIGNMENt FOr thE stUdENts OF dAvId 
AsKEvOLd’s cLAss At NOvA scOtIA cOL-
LEGE OF Art ANd dEsIGN (NscAd) IN hALIFAx, 
cANAdA. AccOrdING tO thE INstrUctION, thE 
stUdENts WErE sUPPOsEd tO cOME UP WIth 
A shArEd IdEA WhIch WOULd BE KEPt sEcrEt 
FrOM ANYONE OUtsIdE thE GrOUP. thE WOrK 
WILL ExIst As LONG As thE IdEA rEMAINs 
sEcrEt, hIddEN INsIdE thE GrOUP. IF sOMEONE 
GIvEs AWAY thE sEcrEt, thE WOrK cEAsEs 
tO ExIst.
_____
*«how to disappear completely», title of a song 
from radiohead’s Kid A album (2000)
-
“A cOQUEttIsh, EvEN chEErFUL 
NIhILIsM. ONE rEcOGNIZEs thE 
IMPErAtIvE OF sILENcE, BUt GOEs 
ON sPEAKING ANYWAY. dIscOvEr-
ING thAt ONE hAs NOthING tO sAY, 
ONE sEEKs A WAY tO sAY thAt.” 
sUsAN sONtAG, The AeSTheTICS 
oF SILenCe 
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socijalizma i titova vanjskopolitičkog programa trećeg 
puta. suvremena umjetnost tog vremena ide u korak s 
novim društvom u izgradnji: utekavši, bez previše opiranja, 
socrealističkoj paradigmi aktivne participacije umjetnosti 
u društvu, ona tu participaciju svejedno ostvaruje u dva 
dominantna visoko modernistička projekta tijekom 50-
ih i 60-ih godina: pokrete Exat 51 i Nove tendencije, koji 
se temelje na ikonoklazmu, na postavkama geometrijske 
apstrakcije, konstruktivizma, ideji integracije umjetnosti 
u društvo putem redefiniranja pojma primijenjene umjet-
nosti, intermedijalnosti, kibernetike itd. Ukratko, riječ je o 
umjetnosti koja, baš kao i novo jugoslavensko društvo, ima 
jasno definiran program: čak više od godinu dana prije prve 
By stating something, one inevitably opens up space for its 
negation, for a stance of opposition that imposes itself upon 
us, who are used to thinking in dichotomies. Is “thinking” a 
relevant counterpart of acting, necessary to complete the 
dichotomy pair? 
Just as she illustrates the history of revolutions through the 
story of a long-lost treasure that reappears from time to time 
only to disappear again, Arendt interprets the intellectual hi-
story of the 20th century as a repeated alternation of the pha-
ses of “thought” and “action”. due to the crisis of metaphysi-
cs, which was no longer capable even of formulating the right 
questions, much less of offering answers, the generation of 
early 20th-century existentialists found their refuge in action. 
On the other hand, the generation of rené char, after World 
War II in which it was forced to act, returned to the realm of 
thought, compelled to rethink its recent past. 
Arendt published her book in 1961, before she could witness 
the world events of 1968 as another passage from “thought” 
to action. Neither did Gorgona, which ended its activity as 
a group in 1966, witness this turn. It was still outlining the 
trajectory of “Gorgonizing”, a constant outlining of a potential 
”deviation” – a trajectory we are going to follow through the 
events that took place on the art scene in the late 60s and 
70s.
-
JOsIP vANIŠtA, “NAcrt JEdNOG OBJAŠNJENJA”, 1961.  
| 
JOsIP vANIŠtA, “A drAFt OF AN ExPLANAtION”, 1961 
A drAfT of AN exPlANATioN 
I thINK It MUst IMMEdIAtELY BE sAId thAt GOrGONA, BEING sO UNNEcEs-
sArY, Is thAt ANcIENt BEGINNING thAt Is PrEdEstINEd NOt tO hAvE ANY 
dEvELOPMENt Or GOAL. It Is strIctLY LIMItEd tO A PErMANENt BEGINNING, 
UNdEFINEd ANd INdEFINABLE, thE sIMILArItY OF Its OPPOsItEs ANd thE LINKs 
BEtWEEN thEIr strUctUrEs BAsEd ON NON-AccEPtANcE.
OF WhAt? OF NON- AccEPtANcE, IF WE MUst GIvE AN ANsWEr, OF PrOcEssEs 
thAt thE GOrGONA Is OFFErEd As sALvAtION FrOM Its MYstErIOUs PAIN, 
ANd IN WhIch It cANNOt BUt sEE cONFIrMAtION OF It UNhAPPINEss. 
thE sPArsItY OF WhAt It dEALs WIth ANd thE UNENdING BEGINNING OF Its 
ExIstENcE ArE MUtUALLY cONdItIONEd BEcAUsE thEY ANNUL ONE ANOthEr. 
thE GOrGONA Is ALWAYs BEING rEBOrN ANd ALWAYs trYING tO rEGIvE 
BIrth. It hAs NOthING tO Add Or sAY, It IrrEALIsEs ItsELF.
izložbe, tj. prije nego su javnosti uopće pokazali svoja djela 
početkom 1953., pripadnici grupe Exat 51 javno čitaju svoj 
manifest 1951. godine. samim izricanjem programa ( jezikom 
kao performativom) započinje i njegovo ostvarivanje. Kao i u 
umjetnosti, atmosfera cjelokupnog društva je, mogli bismo 
reći, atmosfera „konstruktivnog” pristupa Kolektivnom djelu, 
pristupa koji ujedinjuje čitavo društvo u homogeni, nedife-
rencirani subjekt, sa zajedničkim ciljem, podudarnošću misli 
i djela, te zajedničkim programom djelovanja. 
Iako bi upravo sederovo razmatranje kritičko-racionalnog 
i gorgonskog pristupa Kolektivnom djelu moglo biti jedan 
među mogućim manifestima, Gorgona, za razliku od grupe 
Exat 51, nema manifest – ona ponekad nije radila ništa, 
-
”LItErAtUrE, sArtrE cONcLUdEd, FUNctIONEd As A BOUr-
GEOIs sUBstItUtE FOr rEAL cOMMItMENt IN thE WOrLd.” 
(httP://EN.WIKIPEdIA.OrG/WIKI/JEAN-PAUL_sArtrE)
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samo je živjela. vjerojatno baš tu treba tražiti značenje rije-
či Josipa vanište koji kaže da je možda „Marijan Jevšovar 
bio najbliži istini kada je rekao da su se gorgonaši ponašali 
kao da nisu živjeli u komunizmu”, od kojeg Gorgona ”bježi”, 
kako kaže vaništa, u iracionalno, nerazumljivo, u „osjećaj 
neobičnosti”, unoseći „tamne sastojke” u egzistenciju.13
Iz društva nametnutog i nepokolebljivog optimizma Gorgo-
na se izmiče u bliskost, prijateljstvo, duhovnu srodnost, u 
zajedništvo umjesto kolektiviteta. Gorgona nema manifest 
ni program, a i kada bi ga imala, ne bi ga imala potrebu 
čitati; jasne poruke nema, a tako ni njezina adresata. Nije 
izvjesna identifikacija ni s ovako neuhvatljivo postavljenim 
„programom” grupe, a ni samo pripadanje grupi nije nešto 
što se podrazumijeva: „Mi nismo Gorgona, mi samo traži-
mo Gorgonu u okolnom svijetu.”14  
„Ništa još nije ovdje ali neki oblik već može da mu 
odgovara.”15
Gorgonin postulat „nedjelovanja”, bezrezultatnosti, dema-
terijalizacije, poigravanja s nemogućnostima, istupanja iz 
racionalnog u apsurd, prazninu, tišinu, paradoks, često 
se karakterizira kao nihilizam ili ismijavanje određenih 
društvenih i umjetničkih formi.16 Gorgona je, međutim, 
mnogo bliža klasičnom egzistencijalističkom poimanju 
subjekta kao camusova sizifa. Gorgona nije odustaja-
nje od umjetnosti, njezino poništavanje, nije atentat na 
umjetnost, nego potraga za njom, njezino postajanje. 
Nihilizam ukida smisao same potrage, dok je za Gorgonu 
potraga upravo jedino što posjeduje smisao. Kada na 50-
ak kućnih adresa šalju pozivnice koje sadrže samo natpis: 
„Izvolite prisustvovati”, bez naznake o tome čemu, kada i 
gdje, to nije samo izrugivanje konvencionalnim sistemima 
cirkulacije unutar institucije umjetnosti, kako se to često 
naglašava; to je istodobno poziv na „neobičnost”, poziv na 
očuđavanje svakodnevnog, poziv na stupanje u prazni-
nu kako bi započela potraga za onim čemu bi se moglo 
prisustvovati. 
“Sometimes Gorgona did nothing, it just lived.”12
Gorgona lived in the early 60s, at the time when the project of 
building up Yugoslav self-managed socialism and tito’s progra-
mme of the “third path” was still at its pinnacle. the contempo-
rary art of those times went side by side with the new society: 
although it escaped, without too much resistance, the social 
realist paradigm of active participation of art in society, it still 
achieved this participation through two dominant, highly moder-
nist projects of the 50s and 60s: Exat 51 and the New tenden-
cies, both based on iconoclasm, the principles of geometric 
abstraction, constructivism, intermediality, cybernetic, the idea of 
integrating art into society by redefining the notion of applied art, 
etc. Briefly, it was an art that, just like the new Yugoslav society, 
had a clearly defined programme: - more than a year before their 
first exhibition, i.e. before they had even shown their work to the 
public early in 1953, the members of Exat 51 group publicly read 
their manifesto in 1951. the very act of declaring a program (the 
effect of language as performative) is thus the initial point of its 
realization. Like in art, the “atmosphere” of the society as a whole 
was, one might say, the atmosphere of the “constructive” appro-
ach to the collective Work, an approach that unified the entire 
society into a homogeneous, undifferentiated subject, entailing a 
common goal, the correspondence between thought and action, 
and a joint working programme. 
Even though seder’s reflection on constructive and Gorgonic 
approaches to collective Work could be understood as one 
among its possible manifestos, unlike Exat 51, Gorgona had no 
manifesto – it sometimes did nothing, it just lived. Perhaps this 
is where we should look for the meaning of a comment by Josip 
vaništa, who said that “perhaps Marijan Jevšovar was nearest 
to the truth when he said that the Gorgonians behaved as if they 
were not living in communism,” from which they were “escaping”, 
as vaništa said, into the irrational, the incomprehensible, the 
“feeling of unusualness,” introducing “dark ingredients” into the 
existence.13 From the society of forced and relentless optimism, 
Gorgona slipped into closeness, friendship, spiritual kinship, to-
getherness in stead of collectiveness. Gorgona had no manifesto 
and no programme; and even if it had had one, it would have not 
felt the need to read it out; there was no clear message and thus 
no addressee. Identification with even such a loosely construed 
“programme” was equally uncertain as the group membership 
itself: “We are not Gorgona, we are just searching for Gorgona in 
the world that surrounds us.”14 
”BEcKEtt JE NAZNAčIO žELJU dA sE UMJEtNOst OdrEKNE svIh 
dALJNJIh NAstOJANJA dA INtErvENIrA U stvArI ‘NA rAZINI 
IZvEdIvOG’; UMJEtNOst sE trEBA POvUćI, ‘UMOrNA Od svOJIh 
sItNIh EKsPLOAtIrANJA, UMOrNA Od PrEtvArANJA dA JE sPO-
sOBNA, dA JOJ IdE MALO BOLJE NEGO POZNAtOJ stArOJ stvArI, 
dA NAPrEdUJE NA MrtvOM PUtU'. ALtErNAtIvA sE sAstOJALA 
U 'IsKAZIvANJU dA sE NEMA ŠtO IsKAZAtI, dA sE NEMA čIME 
IsKAZAtI, dA sE NE POsJEdUJE MOć IsKAZIvANJA, NI žELJA ZA IsKA-
ZIvANJEM, dOK IstOvrEMENO sAM čIN IsKAZIvANJA POstOJI KAO 
OBvEZA'. OtKUd PrOIZLAZI OvA OBvEZA? sAMA EstEtIKA sMrtI Od 
OvE žELJE čINI NEŠtO NEPOPrAvLJIvO žIvO.” 
sUsAN sONtAG, The AeSTheTICS oF SILenCe
-
-
“BEFOrE I WrItE A POEM, I MUst cLEAr AWAY thE rUBBIsh IN MY strEEt.” 
(vLAdO MArtEK)
PoSSible vAriATioNS oN mArTeK:
BEFOrE I WrItE A POEM, I MUst cLEAr AWAY thE rUBBIsh IN MY strEEt.
BEFOrE I WrItE A POEM, I MUst cLEAr AWAY thE rUBBIsh IN MY Art.
BEFOrE I WrItE A POEM, I MUst  cLEAr AWAY thE Art IN MY rUBBIsh.
BEFOrE I WrItE A POEM, I MUst POstPONE POstPONING WIthOUt dELAY. 
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Možda upravo takav pristup - koji u prvi plan postavlja sam 
čin potrage za mogućnostima - omogućava nužno istupanje 
iz dihotomijskih zamki, između misli i akcije, između pripa-
danja i otpadništva, između otpora i njegove neutralizacije, 
između umjetnika i institucije. Gorgona djeluje u međuprosto-
ru ovih suprotnosti: ne samo da njezini članovi nisu društveni 
otpadnici, nego svi redom sudjeluju kao aktivni protagonisti 
spomenutih „konstruktivnih” pristupa izgradnje umjetnosti i so-
cijalističkog društva, kao uspješni umjetnici, kritičari, arhitekti, 
itd. Gorgona je, na neki način, njihov paralelni život, skupina 
dvojnika koji su opet, tek ponekad „fantomi”, a često je i sama 
Gorgona „konstruktivna”, prije svega u smislu samoorgani-
zacije i samoinstitucionalizirajućeg djelovanja (organiziranjem 
izložbi u salonu Šira, produkcijom antičasopisa Gorgona, 
uspostavljanjem kontakata s protagonistima srodnih internaci-
onalnih umjetničkih pokreta, itd.). 
Ipak, čini se da je danas najprivlačniji segment njihova djelo-
vanja upravo u onom nematerijalnom, procesualnom, onome 
što, da se vratimo na početak teksta, nije moguće imenovati 
– onome što rené char naziva „blagom”, a vaništa „tajnom 
početnih godina”. to je prostor praznine koji, zbijen između 
nasuprotnih silnica prošlosti i budućnosti, kako ga naznača-
va hannah Arendt, razrješenje dihotomijskog odnosa misli i 
akcije nalazi u konceptu misli kao događaja („thought-event”), 
praznini („gap”) u kojoj se priprema trpeza za dolazak slobode 
“Nothing is here Yet but Some form may Already fit it.”15
Gorgona’s principle of “non-action”, outcome-lessness, de-mate-
rialization, playing with impossibilities, stepping out of the rational 
and into the absurd and the void, into silence and paradox, has 
often been characterized as nihilism or mocking of certain social 
and artistic forms.16 however, Gorgona was much closer to the 
classical existentialist understanding of the subject, such as 
camus’s sisyphus. Gorgona was not about abandoning art or 
about its abolition, it was not an assault on art, but a quest for it, 
its becoming. Whereas nihilism abolishes the very sense of the 
quest, for Gorgona it was the only thing that made sense at all. 
When the group sent invitations to 50 private addresses, contai-
ning only the words “You are invited to attend”, with no explana-
tion as to what, when, or where, they were not only mocking the 
conventional systems of circulation within art institutions, as it has 
often been stated; it was at the same time an invitation to “unusu-
alness”, to an estrangement of the everyday, to stepping into the 
void in order to start the quest for something one could attend. 
Perhaps precisely such an approach – which gives priority to 
the the quest for possibilities - facilitates the necessary esca-
pe from the traps of dichotomy, between thought and action, 
between participating and dropping out, between resistance and 
its neutralization, between the artist and the institution. Gorgona 
operated in the space between these opposites: not only were its 
-
ON 29 MAY 1975 thE GrOUP OF sIx ArtIsts Or-
GANIZEd AN ExhIBItION-ActION,  At thE hOUsING 
EstAtE sOPOt, IN NOvI ZAGrEB, WIth dEMUr, 
JErMAN, MLAdEN I svEN stILINOvIć I FEdOr 
vUčEMILOvIć PArtIcIPAtING. dEMUr’s PArtIcIPA-
tION dIdN’t INvOLvE hIs PrEsENcE – INstEAd, hE 
WrOtE A tExt/WOrK: 
- hoW IS IT noT PoSSIBLe To ChAnge The 
WoRLD? By ChAngIng ouRSeLveS We ChAnge 
The WoRLD.
- I ASK ThAT The eMPTIneSS ReSuLTIng FRoM 
My ABSenCe Be LABeLeD (unDeRSTooD) AS An 
ACT/WoRK.
- ALL hAS Been DeCLAReD, ALL hAS Been MADe, 
ALL WRITTen DoWn – AnD I’M noT TheRe.
- I CReATe A SITuATIon oF A negATIve oF The AC-
-
29. svIBNJA 1975. GrUPA ŠEstOrIcE AUtOrA U NAsELJU sOPOt U NOvOM ZAGrEBU OdržAvA 
IZLOžBU-AKcIJU NA KOJOJ sU sUdJELOvALI dEMUr, JErMAN, MLAdEN I svEN stLINOvIć I FEdOr 
vUčEMILOvIć. dEMUr NIJE OsOBNO PrIsUstvOvAO ALI JE NAPIsAO tEKst-rAd: 
- KAKo nIje Moguće MIjenjATI SvIjeT? MIjenjAjućI SeBe MIjenjAMo SvIjeT.
-MoLIM DA Se PRAZnInA Koju SAM uČInIo SvojIM IZoSTAnKoM PRoZove (ShvATI) KAo AKT-RAD.
-Sve je PRogLAŠeno, Sve je nAPRAvLjeno, Sve je nAPISAno –A Mene neMA. 
- uSPoSTAvLjAM SITuACIju negATIvA AKCIje, KAo STvARAn PRoCeS RADA – MogućnoST 
negATIvA AKCIje. 
- To BI BILA u STvARI SuBLIMACIjA (KonKReTIZACIjA) STAnjA (Mojeg).
- SuBLIMACIjA STAnjA KAo ne-AnonIMnI SIgnAL ILI SIgnALI nASuPRoT SISTeMu SuSTAvu 
KoLIČInI AnonIMnIh PoRuKA I SIgnALA
- PoRuKe Su SISTeMATIZIRAnI SIgnALI.
- PoRuKA je oRgAnIZAM A SIgnAL ćeLIjA
- Mene neMA
- negATIv AKCIje - neAKCIjA KAo – AKCIjA.
- nASLov: oBRADA MoTIvA „IMA-neMA“ ILI „IMA – ne IMA“.
- ZA Mene Su To ISKuSTvA (DA Se u ISTI ZID ne LuPI gLAvoM).
-
”BEcKEtt hAs ANNOUNcEd thE WIsh 
thAt Art WOULd rENOUNcE ALL FUrthEr 
PrOJEcts FOr dIstUrBING MAttErs ON ‘thE 
PLANE OF thE FEAsIBLE,’ thAt Art WOULd 
rEtIrE, ‘WEArY OF PUNY ExPLOIts. WEArY OF 
PrEtENdING tO BE ABLE, OF BEING ABLE, OF 
dOING A LIttLE BEttEr thE sAME OLd thING, 
OF GOING FUrthEr ALONG A drEArY rOAd.’ 
thE ALtErNAtIvE Is AN Art cONsIstING OF 
‘thE ExPrEssION thAt thErE Is NOthING tO 
TIon, AS A TRue WoRK PRoCeSS – The PoSSIBILITy 
oF A negATIve oF An ACTIon.
- ThIS IS In FACT The SuBLIMATIon (ConCReTIZA-
TIon) oF A STATe (MIne).
- The SuBLIMATIon oF A STATe AS An un-
AnonyMouS SIgnAL oR SIgnALS In oPPoSITIon 
To The SySTeM STRuCTuRe The ABunDAnCe oF 
AnonyMouS SIgnALS AnD MeSSAgeS.
- MeSSAgeS ARe SySTeMATIZeD SIgnALS.
- MeSSAge IS The oRgAnISM AnD SIgnAL A CeLL.
- I’M noT TheRe.
- The negATIve oF ACTIon – InACTIon AS – ACTIon
- TITLe: RenDeRIng oF The MoTIF “TheRe IS-TheRe 
ISn’T” oR “TheRe IS – TheRe noT IS”
- TheSe FoR Me ARe exPeRIenCeS (noT To BuMP 
The heAD AgAInST The SAMe WALL)
ExPrEss, NOthING WIth WhIch tO ExPrEss, 
NOthING FrOM 
WhIch tO ExPrEss, NO POWEr tO ExPrEss, 
NO dEsIrE tO ExPrEss, tOGEthEr WIth thE 
OBLIGAtION tO ExPrEss.’ FrOM WhErE dOEs 
thIs OBLIGAtION dErIvE? thE vErY AEsthEt-
Ics OF thE dEAth WIsh sEEMs tO MAKE OF 
thAt WIsh sOMEthING INcOrrIGIBLY LIvELY.” 
sUsAN sONtAG, The AeSTheTICS oF SILenCe.
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u goste, čije će mjesto za stolom biti pripremljeno jedino 
pod uvjetom postojanja onog zajedničkog, „javnog” prostora 
među prisutnima.17 
Govoreći o Gorgoni – ali ne samo o njoj, nego o njoj kao 
primjeru prostora trajne potrage koji aktivira mogućnosti 
emancipatorskog iščitavanja suvremene umjetnosti uopće – 
taj neuhvatljivi i uvijek iznova stvarani „javni prostor” želimo 
ovdje shvatiti ne u pojmu jedinstvenog kolektiviteta niti u 
pojmu mnoštva interesnih skupina s definiranim programi-
ma, nego u samom načinu poimanja zajedništva, onoga što, 
na tragu Jeana Luc-Nancyja i njegova razmatranja pojma 
„bivanja sa”, zamišljamo „singularnim pluralalitetom” – biva-
njem u kojem „ja” ne dolazi ispred „mi”, pri čemu „mi” nije 
zatvoreno u „singularnost” i jasno definirano izvana. „Bivanje 
sa” podrazumijeva uzajamnost koja ne poništava slobodu 
pojedinačnog, te stvara zajednicu koja nema strogo definira-
ne granice i odrednice.18
želimo ga, također, zamisliti „javnim”, ne po kriteriju ekspan-
zije njegova odjeka, nego po kriteriju intenziteta mogućnosti 
koje se iscrtavaju u samom zajedništvu, u smislu okupi-
ranja ili nastanjivanja zajedničkog mentalnog i društvenog 
prostora, a bez napuštanja vlastite „singularnosti”. riječ je o 
prostoru između, onom koji je javan utoliko što prestaje biti 
orijentiran isključivo na individualne „istine”, ali odbacuje i 
one kolektivne. Međutim, on nije (nužno) glasan, niti se obra-
ća specifičnom adresatu – nije, u smislu suvremenog poima-
nja „odnosa s javnošću”, niti jasan, niti usmjeren „javnosti”.
Polja jagoda zauvijek 19
Upravo se u traženju „skloništa” od konvencionalno shva-
ćenog pojma javnog prostora, kao i skloništa od oficijelnih 
javnih prostora i institucija, otvara mogućnost njegove reima-
ginacije. Za Gorgonu, kao i, primjerice, za rusku skupinu 
collective Actions ili slovensku grupu OhO, izmještanje iz 
homogeniziranog urbanog okoliša jedan je od preduvjeta 
-
“čIN APstrAhIrANJA NE-IMPErIJALNE UMJEtNOstI NE UZIMA U OBZIr NEKU 
sPEcIFIčNU JAvNOst ILI PUBLIKU. NE-IMPErIJALNA UMJEtNOst POvOdI sE 
NEKOM vrstOM ArIstOKrAtsKO-PrOLEtErsKE EtIKE: sAMA PO sEBI, čINI 
ONO ŠtO KAžE, BEZ rAZLIKOvANJA MEđU LJUdIMA.“
ALAIN BAdIOU, PeTnAeST PoSTuLATA o SuvReMenoj uMjeTnoSTI
members far from being social outcasts, they were all actively 
participating in those “constructive” approaches to art and the 
socialist society – as successful artists, art critics, architects, 
etc. In a way, Gorgona was their parallel life, a group of doubles 
who were, again, only sometimes “phantoms”, while Gorgona 
was often “constructive” in itself, above all in terms of self-
organization and its self-institutionalizing activities (organizing 
exhibitions in Šira’s salon, editing the Gorgona anti-journal, 
establishing contacts with members of parallel international art 
movements, etc.). 
And yet, it seems that today the most appealing segment 
of their activities is precisely that immaterial and processual 
one, that which is – going back to the beginning of this text 
– impossible to name; what rené char called “treasure” and 
vaništa “the secret of the early years.” It is a space of emptiness 
which, concentrated between the opposite vectors of the past 
and future, as hannah Arendt defined it, offers a resolution of the 
dichotomic relation of thought and action in the concept of the 
“thought-event”, the “gap” in which the table is prepared for free-
dom, whose place will be set only under the condition that there 
is a common, “public” space among those who are attending.17 
speaking of Gorgona – both Gorgona as such and Gorgona as 
an example of a space of eternal quest activating the potentials 
of an emancipatory reading of contemporary art in general – 
we wish to understand this elusive and permanently recreated 
“public space” not through the notion of unique collectivism, or the 
notion of the plurality of interest groups with defined programmes, 
but through ways of understanding togetherness itself. Following 
Jean Luc-Nancy and his consideration of the notion of “being 
with”, this togetherness is understood through the concept of a 
“singular plural” – a sort of being in which “I” does not come before 
“we”, whereby “we” is not enclosed in “singular” or clearly defined 
from the outside. “Being with” presupposes a mutuality that does 
not abolish freedom of the individual, creating a community with no 
strictly defined borders or determinants.18
We also imagine the “public space” as being “public” not by the 
scope of its echo, but by the intensity of potentials that are outlined 
precisely through “being together”, in terms of occupying or inha-
biting a common mental and social space, but without abandoning 
one’s “singularity”. It is an intermediate space, which is public 
because it is no longer oriented exclusively to individual “truths”, 
but at the same time it rejects also the collective ones. It is, howe-
ver, not (necessarily) loud or speaking to a specific addressee – it 
is neither, in terms of the contemporary understanding of “public 
relations,” clear nor directed at the “public”.
-
"thE ABstrActION OF NON-IMPErIAL Art Is NOt cONcErNEd 
WIth ANY PArtIcULAr PUBLIc Or AUdIENcE. NON-IMPErIAL 
Art Is rELAtEd tO A KINd OF ArIstOcrAtIc-PrOLEtArIAN 
EthIc: ALONE, It dOEs WhAt It sAYs, WIthOUt dIstINGUIsh-
ING BEtWEEN KINds OF PEOPLE." 
ALAIN BAdIOU, FIFTeen TheSeS on ConTeMPRARy ART
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FOtO-POZIrANJE čLANOvA I PrIJAtELJA GOrGONE 
(FOtOGrAFIJE: BrANKO BALIć) 1961.
| 
PhOtO-sEssION WIth thE MEMBErs ANd FrIENds OF GOrGONA 
(PhOtO: BrANKO BALIć), 1961
122
ovog ponovnog promišljanja. Odvođenje (malobrojne i bliske) 
publike u snijegom prekrivenu šumu kako bi tamo promatrali 
„prazne akcije” (collective Actions), nešto ezoteričnija gesta 
ostavljanja tragova u krajoliku grupe OhO (koja je istodobno 
i jedna od rijetkih jugoslavenskih inačica land arta), podra-
zumijevaju iste procese kao međuprostorno izmještanje 
Gorgone za koju „priroda”, čini se, predstavlja potencijal 
neutralnog, ideološki nezasićenog prostora, koji je moguće 
iznova izmisliti (footingom ili zajedničkim šetnjama u prirodi, 
„komisijskim pregledima” godišnjih doba, slanjem razgled-
nica s putovanja koje sadrže motive morskih i planinskih 
pejzaža, „nemogućim prijedlozima” rezanja jednog dijela 
zagrebačke planine Medvednice, itd.), u kojemu međutim te 
eskapističke „misije” ostaju bez jasno naznačenog adresata. 
-
JOsIP vANIŠtA, thOUGhts FOr MONths: thOUGhts FOr JUNE, 1964
“ALLAN KAPrOW OrGANIsEd A hAPPENING ON sEGAL’s FArM, NEAr thE sEA, ON A 
BEAch, At thE ENd OF thE dAY. MEN ANd WOMEN NO ONE PAYs ANY AttENtION tO 
ArE LOOKING At thE WINd At thE PLAYING IN thE PLANts, ON thE sUrFAcE OF thE 
sEA: thErE Is NO BEttEr PErFOrMANcE thAN thE MOMENt ONE Is LIvING IN, NOr 
A MOrE BEAUtIFUL dIALOGUE thAN A cONvErsAtION WIth FrIENds. Is thIs NOt, IN 
FAct, ABANdONING ArtIFIcIAL Or thEAtrE sPEEch tO rEALIsE WhAt Is rEAL ANd 
WhAt BELONGs tO EvErYdAY LIFE. Art BEcOMEs sEcONdArY. FINALLY.” (ALLAIN 
JOUFFrOY,J.J. LEvEQUE: ”thE crIsIs OF Art tOdAY”, AUJOUrd’hUI, APrIL 1964.)
Strawberry fields forever
It is precisely the search for a “refuge” from the conventi-
onal understanding of public space, a shelter from official 
public spaces and institutions, that opens up the possibili-
ty of its re-imagination. For Gorgona, just like the russian 
group collective Actions or the slovenian OhO, dislocation 
from homogenized urban environment is a precondition for 
that rethinking. taking the (small and familiar) audience to 
a snow-covered forest in order to observe “empty actions” 
or the somewhat more esoteric OhO’s gesture of leaving 
traces in landscape (in a rare Yugoslav variant of land 
art) presuppose the same processes as the interspatial 
dislocation of Gorgona, for whom “nature”, as it seems, 
represents the potential of neutral, ideologically unsatu-
rated space, which can be reinvented (by footing or by 
joint nature walks, the “committee checks” of the seasons, 
sending postcards with maritime or mountain scenes, “im-
possible suggestions,” such as cutting off a slice of Mount 
Medvednica, etc.), in which these escapist “missions”, 
however, remain without a clearly stated addressee. 
the dislocation can also take place in time: by using archa-
ic forms and archaic language, by antedating documents or 
session minutes. Indeed, these “phantom” variants of Gorgonic 
doubles barely lived in communism; instead, they probably lived 
exactly in the kind of space that henri Lefebvre, inspired by cle-
ar Mediterranean skies and perhaps a glass or two of good red 
wine during Korčula summer school19 (which was also disloca-
ted on the island!), so charmingly dubbed “dionysian socialism.”
Even later, after the homogeneity of political or representative 
public space had substantially eroded in the late 60s in terms 
of public and artistic activity, artists tended to employ strategi-
es of dislocation much more often than they engaged in direct 
confrontations with the “public”. the Group of six Artists20 
performed their exhibitions-actions in the street, but also in 
public bath on river sava, at the seaside, at the university, etc.; 
the “group” senior citizen tihomir simčić21 tested its decon-
struction of incidentality as the key moment of creating a work 
of art in hallways and back allies; sanja Iveković played with the 
borderlines of the intimate (feminine) and the authoritarian (patri-
archal) by disturbing – from her balcony as another “intermedi-
ate space” – the official visit of Marshall tito in Zagreb. through 
this quest for the space of dis/trans/de-location, they created 
a “public space” in the same sense of the word in which it had 
been defined by Arendt: regardless of the number of obser-
-
JOsIP vANIŠtA, MIsLI ZA MJEsEcE: MIsLI ZA LIPANJ, 1964.
“ALLAN KAPrOW PrIrEdIO JE hAPPENING NA sEGALOvOJ FArMI, KrAJ MOrA NA 
PLAžI, NA KrAJU dANA. MUŠKArcI I žENE NA KOJE NItKO NE OBrAćA PAžNJU: ONI 
GLEdAJU IGrU vJEtrA U rAsLINJU, NA POvrŠINI MOrA: NEMA BOLJE PrEdstAvE Od 
čAsA U KOJEM sE žIvI, NI LJEPŠEG dIJALOGA Od rAZGOvOrA s PrIJAtELJIMA. NIJE 
LI tO ZAPrAvO NAPUŠtANJE dJELAtNOstI PLAstIčNOG ILI KAZALIŠNOG GOvOrA 
ZA PrEPOZNAvANJE rEALNOG I svAKIdAŠNJEG. UMJEtNOst POstAJE sPOrEdNA. 
KONAčNO.” (ALLAN JOUFFrOY, J.J.LEvEQUE: KrIZA sAdržAJA U dANAŠNJOJ UMJEt-
NOstI, AUJOUrd’hUI, 1964.)
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Izmještanje se događa i u vremenu: korištenjem arhaič-
nih formi i arhaičnog jezika, antedatiranjem dokumenata, 
zapisnika sa sastanaka. te, „fantomske” inačice gorgonaških 
dvojnika zaista ne žive u komunizmu, one žive možda baš 
u nekoj vrsti, kako je to henri Lefebvre, inspiriran medite-
ranskim vedrim nebom i vjerojatno pokojom čašicom kakva 
dobra pošipa, tijekom sudjelovanja u jednom od izdanja 
Korčulanske ljetne škole20 (koja se također izmješta na otok!), 
šarmantno nazvao „dionizijskim socijalizmom”.21
I kasnije su, nakon što je koncem šezdesetih homogenost 
državotvornog ili reprezentativnog javnog prostora, u smislu 
društvenog i umjetničkog djelovanja, itekako „načeta”, 
umjetnici ipak mnogo češće koristili taktike izmještanja, 
nego direktne konfrontacije u „javnosti”. Grupa šestorice 
autora22 izložbe-akcije izvodi na ulici, ali i na savskom kupali-
štu, na moru, na fakultetima, itd.; „grupa” Penzioner tihomir 
simčić23 svoju dekonstrukciju slučajnosti kao ključnog 
momenta nastanka umjetničkog djela testira u haustorima, 
zabačenim gradskim ulicama, sanja Iveković poigrava se 
granicama intimnog (i ženskog) i državotvornog (patrijar-
halnog), uznemirujući – sa svog balkona kao još jednog 
„međuprostora” – službeni posjet druga tita Zagrebu, itd. 
U tom traganju za prostorom iz/pre/raz/mještanja stvara se 
„javni prostor” u onom smislu u kojem ga naznačava Arendt: 
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cOMMENts OF PEOPLE PAssING BY 
At thE ExhIBItIONs-ActIONs ON thE 
trG rEPUBLIKE WhIch tOOK PLAcE ON 
25/10/1975 ANd FrOM. 17-19/7/1979. 
thE ArtIsts PArtIcIPAtING At thEsE 
ExhIBItIONs-ActIONs WErE: B. dEMUr, 
ž. JErMAN, v. MArtEK, M. stILINOvIć, s. 
stILINOvIć ANd F. vUčEMILOvIć
- INtErNAtIONAL IdIOcY
- thEY'rE EIthEr FILMING Or BIAFrA Is UP 
tO sOMEthING AGAIN
- Is thIs FOLKLOrE?
- thE WINd shOULd BLOW ALL thIs AWAY!
- thIs Is FANtAstIc
- thIs Is shIt, rEALLY AWFUL
- It's BEttEr tO dO thIs thAN tO stEAL
- INstEAd OF cLEANING UP thE sQUArE 
YOU'rE PILING It UP WIth rUBBIsh
- It's stUPId
- thEY ArE JUst BOthErING PEOPLE 
tO PrEvENt thEM FrOM FEEdING thE 
PIGEONs
- hOW NAïvE
- thIs hAs GOt POLItIcAL cONNOtAtIONs
- IF sOMEthING LIKE thIs WErE BrOUGht 
tO ME I WOULd thrOW It OUt OF thE 
WINdOW
- thEY'rE sENdING thEMsELvEs UP
- WhAt Is thIs? YOU'vE GOt tO BE stUPId 
tO UNdErstANd It
- YOU'vE GOt tO AsK WhEthEr It's A 
cOW Or A hOrsE, thAt's MOdErN Art 
FOr YOU
- WE dON't hAvE tIME FOr thIs
- WhY dO thEY NEEd thIs, WhY dON't 
thEY JUst BEAt thEIr WOMEN At hOME
- thErE's WOrsE BULLshIt thAN thIs 
ArOUNd
- YOU cAN't MAKE hEAd Or tAIL OF It
- thIs Is WONdErFUL
- thEY ArE sIcK
- IF tIN UJEvIć rOsE FrOM hIs GrAvE
- LEt's ALL BE ArtIsts
- I dON't sEE ANYthING IN thIs
- ONLY A PrIMItIvE MAN cAN thINK thAt 
thIs Is GOOd
- shALL I WrItE thIs FOr MY GENErAtION: 
dON't BE scArEd!
- thEY ArE sOME KINd OF LUNAtIcs
- ENOUGh OF thIs BULLshIt, I'M hUNGrY
- WhAt NExt, WhAt NExt, GOd WON't 
sAvE thEM
- WhAt Is thIs stUFF? I'M NOt vErY 
cULtUrEd Or…
- thIs Is thE BEst: thIs Is NOt A drEAM". 
YOU cAN tELL thAt thE GUY Is A hIPPY.
- A vAGINAL thEOLOGIAN 
- thEY ArE GLAd thErE ArE PEOPLE 
ArOUNd BEcAUsE thEY cAN tALK tO 
thEM
- WhErE Is rEALItY IN ALL thIs?
- thEY ArE rEd sO thEY PIss ON PEOPLE
- thE NEWsPAPErs MENtIONEd AN ExhI-
BItION BUt thIs Is JUst rUBBIsh
- YOU dON't hAvE tO cOME tO thE trG 
rEPUBLIKE tO PLAY, YOU cAN PLAY At 
hOME tOO
- thE cONvErsAtION Is sUch thAt 
EvErYONE Is WELcOME
- thEY ArE sIMPLY AMAtEUrs
- It Is BEAUtIFUL, NOt ONLY BEAUtIFUL 
BUt cLEvEr tOO
- NOt MUch MONEY IN It
- thEY ArE stUdENts, sAvING UP FOr 
thE sEAsIdE
- WhO cOULd trANsLAtE thIs FOr ME 
ANd tELL ME WhAt It MEANs…
- Is thIs sOME KINd OF AdvErtIsEMENt? 
…NO, It's NOt!
-
“NO, POrEd OFIcIJELNOG rAdA ŠKOLE vrLO sU drAGOcJENI BILI I tZv. 
NEFOrMALNI rAZGOvOrI svIh UčEsNIKA, ŠtO sU sE vOdILI PO čItAvOJ 
KOrčULI, U ŠEtNJAMA KAO I NArOčItO UvEčE U KOJEM rEstAUrANtU 
POd vEdrIM NEBOM. UPrAvO sU tI trENUcI OstALI U NAJvEćEM 
UGOdNOM sJEćANJU svIMA, A NArOčItO strANIM UčEsNIcIMA, KOJI 
sU tE I tAKvE sUsrEtE U NEFOrMALNIM rAZGOvOrIMA UvEčE dO U 
KAsNIJE sAtE POd vEdrIM MEdItErANsKIM NEBOM I sPEcIFIčNOM 
AtMOsFErOM dOžIvLJAvALI KAO NEŠtO NEZABOrAvNO. tA sE AtMOs-
FErA tEŠKO MOžE UKrAtKO OPIsAtI: BILE sU tO dIvNE vEčErI PUNE 
dUhA I dOBrOG rAsPOLOžENJA, GdJE sE MOGLO NAKON OFIcIJELNIh 
dIsKUsIJA tOKOM dANA U PLENUMU I sEKcIJAMA rAZGOvArAtI NA 
NAJLEžErNIJI I NAJNEPOsrEdNIJI NAčIN, BEZ OFIcIJELNIh rEGULA I 
OBvEZA. tAKO sU PO OPćEM PrIZNANJU svIh UčEsNIKA, A POsEBNO 
INOZEMNIh, UPrAvO tO KAO dOPUNA sLUžBENIMA BILI NAJLJEPŠI I 
NAJPLOdNIJI U OPćEM sMIsLU sUsrEtI I rAZGOvOrI NA KOrčULI. 
ZBOG tE sPEcIFIčNE MEdItErANsKE AtMOsFErE OvE JE dIsKUsIJE 
POd vEdrIM NEBOM FrANcUsKI FILOZOF hENrI LEFEBvrE NAZvAO 
“dIONIZIJsKIM sOcIJALIZMOM”. BILA JE tO ZA NJEGA AtMOsFErA, GdJE 
čOvJEK U PrIrOdNO LIJEPOM AMBIJENtU trAžI sKLAd I LJEPOtU I U 
LJUdsKIM OdNOsIMA. rIJEč JE O dUhOvItOM dIJALOGU UZ vEdrO 
rAsPOLOžENJE, trAžENJE sMIsLA žIvOtA U PrIsNOM LJUdsKOM 
sUsrEtU s drUGIM dUhOvNO BLIsKIM, sMIsAO ZA IGrU I čIstU LJUd-
sKU NEPOsrEdNOst s OBZIrOM NA NAJdUBLJE žIvOtNE PrOBLEME, 
U KOJOJ dUh POstAJE LEPrŠAv, OtvOrEN ZA svE sItUAcIJE NJEMU 
PrIPAdNE, U sLOBOdI svOG PUNOG IZrAžAJA. I tO JE ONO ŠtO sE 
svIđALO strANIM UčEsNIcIMA NA KOrčULI, O čEMU sU POrEd 
OstALOGA NAKNAdNO PIsALI U INOZEMstvU I NAMA sAMIMA U svOJOJ 
POdrŠcI ZA dALJNJI NAstAvAK rAdA ŠKOLE”. 
MILAN KANGrGA, “KOrčULANsKA LJEtNA ŠKOLA”
-
«hOWEvEr, BEsIdEs thE OFFIcIAL ActIvItIEs OF thE schOOL, WhAt 
WAs vErY PrEcIOUs WErE thE sO-cALLEd INFOrMAL cONvErsA-
tIONs BEtWEEN PArtIcIPANts, WhIch tOOK PLAcE ALL AcrOss thE 
KOrčULA IsLANd, dUrING WALKs ANd EsPEcIALLY IN thE EvENINGs, IN 
A rEstAUrANt UNdEr thE cLEAr sKY. It Is ExActLY thEsE MOMENts 
thAt rEMAINEd FOr EvErYONE AMONG thE MOst PLEAsANt MEMOrIEs. 
thIs WAs EsPEcIALLY sO FOr PArtIcIPANts FrOM ABrOAd WhO sAW 
thEsE MEEtINGs - INFOrMAL cONvErsAtIONs LAstING tILL LAtE IN 
thE NIGht, UNdEr thE cLEAr MEdItErrEANEAN sKY ANd A PEcULIAr 
AthMOsPhErE – As sOMEthING UNFOrGEttABLE. thE AthMOsPhErE 
OF thEsE MEEtINGs cAN hArdLY BE dEscrIBEd IN BrIEF: thOsE WErE 
BEAUtIFUL EvENINGs, FILLEd WIth sPIrIt ANd GOOd MOOd, WhIch AFtEr 
thE OFFIcIAL dIscUssIONs At thE AssEMBLIEs ANd WIthIN sEctIONs 
thAt tOOK PLAcE dUrING thE dAY, ENABLEd Us tO tALK IN thE MOst 
rELAxEd ANd dIrEct WAY, WIthOUt OFFIcIAL rEGULAtIONs ANd dUtIEs. 
sO, AccOrdING tO thE ALL thE PArtIcIPANts, ANd EsPEcIALLY thOsE 
FrOM ABrOAd, It WAs ExActLY thEsE MEEtINGs, FOLLOWING thE OF-
FIcIAL ONEs, thAt WErE thE MOst BEAUtIFUL ANd thE MOst
FrUItItIOUs, GENErALLY sPEAKING, IN KOrčULA. dUE tO thIs PEcULIAr 
MEdItErrANEAN AthMOsPhErE, thE FrENch PhILOsOPhEr hENrI 
LEFEBvrE hAtchEd A NAME FOr thEsE dIscUssIONs UNdEr thE cLEAr 
sKIEs, cALLIN thEM «thE dIONYsIAN sOcIALIsM». FOr hIM, thIs IMPLIEd 
AN AthMOsPhErE WhErE A MAN, IN A NAtUrALLY BEAUtIFUL ENvIrON-
MENt, sEEKs hArMONY ANd BEAUtY IN hUMAN rELAtIONs. It INvOKEs 
hUMOrOUs dIALOGUE, A POsItIvE MOOd, sEArchING FOr thE MEANING 
OF LIFE IN AN INtIMAtE PErsONAL cONtAct WIth A sPIrItUAL PEEr; thE 
sENsE OF GAME ANd PUrE hUMAN dIrEctNEss rEGArdING thE dEEPEst 
PrOBLEMs IN LIFE, IN WhIch thE sPIrIt BEcOMEs PLAYFUL, OPEN FOr 
ANY sItUAtION It rELAtEs WIth, IN thE FrEEdOM OF Its FULL ExPrEs-
sION. thIs Is WhAt thE FOrEIGN PArtIcIPANts LIKEd ABOUt KOrčULA, 
thIs Is WhAt thEY ALsO, AMONG OthEr thINGs, WrOtE ABOUt ONcE 
thEY rEtUrNEd tO thEIr hOMEs, IN thEIr LEttErs AddrEssING Us ANd 
ExPrEssING sUPPOrt FOr thE cONtINUAtION OF thE schOOL.” 
MILAN KANGrGA, “KOrčULANsKA LJEtNA ŠKOLA” [thE sUMMEr schOOL 
OF KOrčULA]
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GrUPA ŠEstOrIcE AUtOrA, “KOMENtArI PrOLAZNIKA sA 
IZLOžBI-AKcIJA NA trGU rEPUBLIKE...”
| 
GrOUP OF sIx ArtIsts, “cOMMENts OF PEOPLE PAssING BY At 
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bez obzira na broj promatrača ili svjedoka bilo kojoj od tih 
„misli-događaja”, samim njihovim postvarenjem otvara se 
mogućnost novog, osnažujućeg polja „singularnog pluralite-
ta”, neke vrste radikalizirane uzajamnosti. čak i ako nijednoj 
akciji, gesti, govoru itd. nije moguće mjeriti neposredan 
učinak ili jasno odrediti formu, one se nipošto ne mogu, kao 
što ističe Mladen stilinović, smatrati nedužnima, nego nužno 
proizvode posljedice.24 
One, u konačnici, iz nevidljivih dovode i do stvaranja vidljivi-
jih ili artikuliranijih „međuprostora”, koji imaju potencijal i sna-
gu onoga što hakim Bey naziva „privremenim autonomnim 
zonama”25. U tom smislu, te shvaćeno vrlo pojednostavljeno 
i linearno (nasuprot kompleksnoj i potpuno nepredvidivoj 
mreži uzroka i posljedica), umjetnička samoorganizirana 
inicijativa Podrum je tako neposredna posljedica odlaska na 
kupanje na savsko kupalište članova Grupe šestorice auto-
ra. Akcija tomislava Gotovca Zagreb, volim te! (1981.)26 „na-
stavak” je njegova performansa Pokazivanje časopisa elle iz 
1962., koji se odvio u mnogo „sigurnijem” prostoru planine 
Medvednica – stidljivo kako glede mjesta tako i glede „rad-
nje”. No, njegovo polunago poziranje u prirodi s polunagim 
modelima iz ženskog časopisa zadobiva funkciju inicijacije u 
njegovo kasnije eksplicitno konfrontiranje sa živim urbanim 
vers or witnesses to any of these “thought-events”, their 
very realization was opening up the possibility of a new, 
emancipating field of “singular plurality”, a kind of radica-
lized mutuality. Even though it is impossible to measure 
the immediate impact of any such action, gesture, speech 
etc., or clearly define their form, they should by no means 
be considered harmless; instead, as Mladen stilinović has 
pointed out, they necessarily produce consequences.22
Eventually, these invisible “intermediate spaces” lead to the 
creation of more visible and more articulated ones, which 
had the potential and the power of what hakim Bey has 
termed “temporary autonomous zones.”23 In that sense, 
understood in a very simplified and linear manner (unlike 
the complex and entirely unpredictable network of causes 
and consequences), the self-organized artistic initiative 
Podrum [Basement] was a direct consequence of the 
Group of six Artists taking a swim at the river sava bathing 
resort. the action of tomislav Gotovac entitled Zagreb, I 
love you! (1981)24 is a “continuation” of his performance The 
Presentation of elle Magazine from 1962, which took place 
in the much “safer” space of Mount Medvednica – shy in 
terms of both location and “action”. however, his half-naked 
posing in nature, together with half-naked models from the 
-
“ONO ŠtO POvJEsNIčAr UMJEtNOstI MOrA PrOUčAvAtI, 
svIđALO sE tO NJEMU ILI NE, JEst dJELO KAO POsLJEdIcA 
(EFEKt) I KAO UtJEcAJ (AFEKt), A NE tEK KAO sIGUrNO UdALJEN 
PrOIZvOd JEdNOG dAvNO MINULOG dOBA.” 
MIEKE BAL I NOrMAN BrYsON, SeMIoTICS AnD ART hISToRy)
-
“WhAt Art hIstOrIANs ArE BOUNd tO ExAMINE, WhEthEr thEY 
LIKE It Or NOt, Is thE WOrK As EFFEct ANd AFFEct, NOt ONLY As A 
NEAtLY rEMOtE PrOdUct OF AN AGE LONG GONE. 
MIEKE BAL ANd NOrMAN BrYsON, SeMIoTICS AnD ART hISToRy
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tOMIsLAv GOtOvAc, PoKAZIvAnje ČASoPISA eLLe (FOtOGrAFIJA: IvIcA hrIPKO), 1962. 
| 
tOMIsLAv GOtOvAc, The PReSenTATIon oF eLLe MAgAZIne (PhOtO BY: IvIcA hrIPKO), 1962
tOMIsLAv GOtOvAc, LeŽAnje goL nA ASFALTu, LjuBLjenje ASFALTA 
(ZAgReB, voLIM Te!). hoMAge To hoWARD hAWKS’ hATARI!, 
dOKUMENtAcIJA AKcIJE (FOtOGrAFIJA: IvAN POsAvEc), 1981.
| 
tOMIsLAv GOtOvAc, LyIng nAKeD on The PAveMenT, KISSIng The 
PAveMenT (ZAgReB, I Love you!). hoMAge To hoWARD hAWKS’ hATARI!, 
dOcUMENtAtION OF thE ActION (PhOtO BY: IvAN POsAvEc), 1981
| 
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gradskim tkivom ( javnim prostorom u konvencionalnom 
smislu) i socijalističko-malograđanskim moralom.
„Pada kiša, podijeljeni su stavovi o tome da li da se ide 
na ulice ili ne.”25
te, 1961. godine vjerojatno nije ni moglo biti drukčije nego 
stidljivo. Možda zato jer je takvo istupanje iz igre (koje ju 
ipak, u konačnici, transformira) bio jedini mogući prostor 
koji se nudio kao „alternativa”: napuštanje dihotomije „za” i 
„protiv” te skliznuće sa šahovske ploče koja nudi mogućnost 
razvijanja strategije s dvije suprotstavljene boje, ali ne i us-
postavljanje mnoštva novih figura i pravila igre. Možda zato 
jer, kako kaže ruski pjesnik i umjetnik dmitri Aleksandrovič 
Prigov, u zaigranom aforizmu o (ne)mogućnosti oponiranja 
(ali istodobno i naprosto o čežnji za nečim što je drugdje, što 
god to bilo): u japanu bih bio Katul / u Rimu bih bio hokusai 
/ A u Rusiji sam onaj isti tip / Koji bi bio / Katul u japanu / a 
u Rimu hokusai.
U društvu čije se postavke temelje na ideji jedinstvenog, 
homogenog javnog tijela, s jasno zacrtanim programom 
djelovanja, nema mogućnosti za druge programe, u smislu 
jasno postavljenih ciljeva i sukobljavanja različitih interesnih 
skupina. Zapadnjački liberalizam, s naglaskom na individu-
women’s magazine, adopted the function of initiation into his 
later blatant confrontations with living urban texture (public 
space in the conventional sense) and the socialist/petit-bour-
geois morals.
“it’s raining and opinions on whether to take to the 
streets or not are divided.” 25
that year, in 1961, things probably could not have been 
anything else but shy. Perhaps it was because that way of 
quitting the game (which eventually transforms it) was the only 
possible space offered as an “alternative”: to abandon the di-
chotomy of “for” and “against” and to slip off the check board 
that offered merely the option of developing a strategy with 
two opposed colours, but not the one of creating a multitude 
of new figures or rules of the game. Perhaps it was because, 
as the russian poet and artist dmitry Aleksandrovich Prigov 
wrote in the playful aphorism on the (im)possibility of oppositi-
on (but at the same time simply on longing for something that 
is somewhere else, whatever that might be): In japan, I would 
be Catullus / And in Rome I would be hokusai / And in Russia 
I am the same guy / Who would have been / Catullus in japan 
/ And in Rome, hokusai.
In a society whose premises are based on the idea of a 
unique, homogeneous public body, with a clearly outlined 
programme of action, there is no possibility for other progra-
mmes, in terms of clearly defined goals and the confrontation 
between various interest groups. Western liberalism, with its 
emphasis on the individual rather than the collective, results 
in grouping individual “programmes” into what has been 
termed “identity politics” – by establishing and constantly re-
shaping a multitude of interest groups with clearly articulated 
goals, primarily realized through the development of the civil 
society sector and the institution of civic action. In that sense 
and roughly speaking, art can also be voluntarily, (or through 
its appropriation into the field of social action) placed at the 
disposal of a specific interest group, which results in overtur-
ning or even abolishing the activism-art dichotomy. 
Beside numerous artistic phenomena, which were largely 
similar to what was in the local context called “new artistic 
practice,” various art groups and trends emerged in the West 
in the 60s and 70s, endorsing specific projects for transfor-
mation of the social reality: feminism, anti-racist struggle, 
ecological movements, workers’ movements, movements for 
sexual liberation, etc.
In the Yugoslav context, where the society was based on 
ideologically constituted equality, all possibilities of such 
alnom umjesto kolektivnom, rezultira grupiranjem individu-
alnih „programa” u ono što se naziva „politikom identite-
ta” – uspostavljanjem i stalnim preoblikovanjem mnoštva 
interesnih skupina s jasno artikuliranim ciljevima koji se, 
prije svega, ostvaruju u razvoju sektora civilnog društva i 
instituciji građanske akcije. U tom smislu se i umjetnost u 
takvom sistemu može, grubo rečeno, svojevoljno (ili pak 
njezinom aproprijacijom u područje društvenog djelovanja) 
staviti na raspolaganje nekima od specifičnih interesnih 
skupina, što rezultira izokretanjem, pa čak i poništavanjem, 
dihotomije aktivizma i umjetnosti. Pored mnogih umjet-
ničkih pojava, tijekom šezdesetih i sedamdesetih, koje su 
uvelike srodne onome što se u lokalnom kontekstu nazivalo 
„novom umjetničkom praksom”, na Zapadu se tako javljaju i 
razne umjetničke skupine ili pravci kojima je cilj zagovaranje 
određenog projekta transformacije društvene realnosti: fe-
minizma, borbe protiv rasizma, ekoloških pokreta, radničkih 
pokreta, pokreta za seksualne slobode itd.
U jugoslavenskom i istočnoeuropskom kontekstu, gdje 
se društvo temelji na ideološki uspostavljenoj jednakosti, 
svaka mogućnost takve vrste zagovaranja unaprijed se 
poništava: logički nije moguće, primjerice, tražiti jedna-
kopravnost žena kada su one ionako već jednakopravne 
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„drugarice”.28 relevantnost svakog pokušaja uvođenja takvih 
partikularnih diskursa vrlo se često neutralizirala optužbama 
da je riječ tek o još jednom kontaminirajućem (a socijalistič-
kom društvu potpuno suvišnom) „uvozu sa Zapada”. 
endorsement were abolished in advance: it was logically impo-
ssible, for example, to demand equality of women when they 
were anyway already equal “comradesses”.26 the relevance of 
any attempt at introducing such particular discourses was very 
often neutralized by accusations that they were merely another 
contaminating (and in a socialist society completely reduntant) 
“import from the West.” 
Sa (starim) Titom u nove pobjede!
U međuvremenu, sa Zapada se službenim kanalima uvozilo puno 
toga, a prije svega ekonomsko uređenje koje, još od vremena 
privredne reforme 1965., koketira s liberalizmom i kapitalizmom 
te koje, koncem 60-ih godina, dovodi do velike ekonomske krize 
i suočavanja s činjenicom da se besklasno utopijsko društvo jed-
nakosti postepeno pretvara u društvo socijalnih i klasnih razlika 
čiji su pripadnici, umjesto zaslužene plaće za rad na izgradnji do-
maćeg socijalizma često bili prisiljeni puno veću naknadu potražiti 
gastarbeiterskim radom na izgradnji stranog kapitalizma. Mnogi 
filmovi jugoslavenskog crnog vala, krajem šezdesetih i početkom 
sedamdesetih, cenzurirani su i „bunkerirani” upravo zbog toga 
što su, između ostalog, jasno upirali prstom u taj fenomen: buja-
nje kapitalističkog društva pod krinkom socijalističke revolucije. 
Iako su studentski protesti 1968. u Beogradu nastali spontano, 
kao pobuna protiv upotrebe nasilja od policije tijekom kaotič-
nog stanja koje je nastalo neuspješnom organizacijom koncerta 
brigadista omladinske radne akcije „Novi Beograd 68”, oni su bili 
itekako vezani uz nezadovoljstvo društveno-ekonomskim stanjem 
i perspektivom mladih, a jedna od studentskih parola koja se naj-
više pamti bila je: „dolje crvena buržoazija”. također, na globalnoj 
razini, gdje studenti u svakom primjeru staju u opoziciju ne samo 
vlasti nego i ideologiji koja ju legitimira, beogradski protesti (koji-
ma se kasnije pridružuju i studenti u Zagrebu, Ljubljani i sarajevu) 
specifični su po tome što zapravo ne ustaju protiv postojećeg 
With (old) Tito into new victories!
In the meantime, many things were being imported from the West 
through official channels, above all, the economic system that, from 
the times of the Yugoslav economic reform in 1965, was flirting 
with liberalism and capitalism. the unsuccessful development of 
the reform caused a huge economic crisis in the late 60s, when 
Yugoslavia had to face the fact that its classless utopian society 
of equality was gradually turning into a society marked by social 
and class differences whose members, instead of obtaining their 
deserved award for building socialism at home, were often forced 
to seek a much better compensation for their gastarbeit work on 
building up foreign capitalism. Many Yugoslav films of the so-called 
Black Wave were censured and “bunkered” in the late 60s and the 
early 70s precisely because they pointed their finger, among other 
things, to this particular phenomenon: the thriving of capitalism 
under the guise of a socialist revolution. 
Even though the Belgrade student protests of 1968 were spon-
taneous and started as a rebellion against the use of violence by 
the police during the chaos caused by the deficient organization 
of a concert of Youth Work Action “New Belgrade 68,” they were 
by all means linked to the general dissatisfaction with the socio-
economic situation and the lack of prospects for young people; 
thus, among the student slogans that are best remembered, the 
following stands out: “down with the red Bourgeoisie!”. Moreover, 
at the global level, where students were not only opposing the go-
-
vAriAbleS oN/iN The WeST
“INtErNAtIONAL IdIOcY” – cOMMENt OF A 
PAssEr-BY ON thE WOrKs OF thE GrOUP OF sIx 
ArtIsts PrEsENtEd At ONE OF thE ExhIBItIONs-
ActIONs At thE rEPUBLIc sQUArE IN ZAGrEB.
-
“NEvEr dIscUss PhILOsOPhY Or POLItIcs IN A 
dIscO ENvIrONMENt.” (FrANK ZAPPA)
-
WhEN dANNY cOhN BANdIt IN 1968 tOOK OvEr 
thE NANtErrE cAMPUs AdMINIstrAtION BUILd-
ING, thE sItUAtIONIsts JPINEd IN WIth thEIr 
AGIt-PrOP sLOGANs. ”ArE YOU A cONsUMEr 
Or A PArtINIcIPANt”? thE stUdENts FIrst 
PrOtEstEd thE EdUcAtION INstItUtIONs thAt 
rEFLEctEd thE rIGht-WING dE GAULLE GOv-
ErNMENt, WIth thE INtENtION tO dEstABILIZE 
It. thE WhOLE thING, hOWEvEr, IN thE ENd 
tUrNEd OUt tO BE A EUPhOrIc FEEdING OF A 
chILdIsh UtOPIA, A shOrt-tErM cArNEv-
ALEsQUE PIcNIc.
-
IN 1969 FrANK ZAPPA tELLs thE LONdON stU-
dENts: ”I’M NOt BIG ON dEMONstrAtIONs”. FOL-
-
vArijAble o/NA ZAPAdu
“MEđUNArOdNA GLUPOst” – KOMENtAr PrOLAZNIKA NA rAdOvE GrUPE ŠEstOrIcE 
AUtOrA PrEdstAvLJENE NA JEdNOJ Od IZLOžBI-AKcIJA NA trGU rEPUBLIKE U 
ZAGrEBU.
-
“NIKAd NE rAZGOvArAJ O FILOZOFIJI ILI POLItIcI U dIsKOtEcI”. (FrANK ZAPPA)
-
KAdA JE dANNY cOhN BANdIt 1968. GOdINE PrEUZEO AdMINIstrAtIvNU ZGrAdU 
svEUčILIŠNOG KAMPUsA NANtErrE, PrIdrUžILI sU MU sE sItUAcIONIstI sA svOJIM 
AGIt-PrOP- PArOLAMA.
”ArE YOU A cONsUMEr Or A PArtIcIPANt?”. stUdENtI sU PrvOtNO IstUPILI PrOtIv 
OBrAZOvNIh INstItUcIJA KOJE sU OdrAžAvALE dEsNIčArsKU dE GAULLOvU vLAdU s 
NAMJErOM dA JE dEstABILIZIrAJU. stvAr sE, MEđUtIM, U KONAčNIcI IsKrIstALIZIrALA 
KAO EUFOrIJA hrANJENA dJEtINJAstE UtOPIJE, KrAtKOtrAJNI KArNEvALEsKNI IZLEt. 
-
FrANK ZAPPA 1969. stUdENtIMA U LONdONU POrUčUJE: ”NIsAM ZA dEMONstrAcIJE”, 
A NA NJIhOvE ZvIždUKE NAstAvLJA: INFILtrIrAJtE sE U EstABLIshŠMENt svE dOK NE 
NAstANE NOvA GENErAcIJA LIJEčNIKA, PrAvNIKA, sUdAcA Itd. POvIJEst POtvrđUJE 
dA sU GA POsLUŠALI. NA KAsNIJEM KONcErtU NEtKO IZ PUBLIKE sE žALI ZBOG UNI-
FOrMIrANIh “’OrGANA rEdA”’ NA KONcErtU NA ŠtO IM ZAPPA OdGOvArA: ”svI sU U 
OvOJ PrOstOrIJI U UNIFOrMI - NEMOJtE sE ZAvArAvAtI!”. 
-
1968. NA vENEcIJANsKOM BIJENALU 600 POLIcAJAcA PrEBILIO JE 111 dEMONstrANAtA 
PrOtIv KOrUMPIrANE OrGANIZAcIJE BIJENALA I PrOtIv rAtA U vIJEtNAMU. UMJEtNIčKI 
KONtEKst sLIKA JE POLItIčKOG KONtEKstA. U ArGENtINsKOM PAvILJONU dAvId 
LAMELAs IZLAžE tELEFAKs, KOJI PrENOsI vIJEstI IZ vIEtNAMA. tO JE UJEdNO I JEdAN 
Od rIJEtKIh rAdOvA U sKLOPU BIJENALA KOJI JE IZrAvNO KOMENtIrAO rAt I KrItIčKI 
rEFLEKtIrAO AMErIčKU vANJsKU POLItIKU. 
LOWEd BY thEIr WhIstLEs, hE cONtINUEd: 
”INFILtrAtE thE EstABLIshMENt (…) UNtIL 
thErE’s ANOthEr GENErAtION OF LAWYErs, 
dOctOrs, JUdGEs.” hIstOrY cONFIrMs thEY 
tOOK hIs AdvIcE. IN ANOthEr cONcErt 
A MEMBEr OF thE AUdIENcE PrOtEstEd 
AGAINst thE UNIFOrMEd POLIcEMEN At thE 
cONcErt, tO WhIch ZAPPA rEPLIEd: ”EvErY-
BOdY IN thIs rOOM Is WEArING A UNIFOrM 
ANd dON’t KId YOUrsELF!”
-
At thE 1968 vENIcE BIENNIAL 600 POLIcEMEN 
BEAt dOWN 111 PEOPLE WhO PrOtEstEd 
AGAINst thE cOrrUPtEd OrGANIZAtION OF 
thE BIENNIAL ANd AGAINst thE vIEtNAM WAr. 
thE Art cONtExt rEFLEcts thE POLItIcAL 
cONtExt. IN thE ArGENtINE PAvILLION dAvId 
LAMELAs ExhIBItEd A FAx MAchINE, dELIvEr-
ING NEWs FrOM vIEtNAM. It WAs ONE OF thE 
rArE WOrKs thAt rEPrEsENtEd A dIrEct 
cOMMENt ON thE WAr ANd A crItIcAL rE-
FLEctION ON thE Us FOrEIGN POLIcY. 
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časopis za suvremena likovna zbivanja
magazine for contemporary visual arts
načelno prihvatimo tezu da „novo vrijeme nosi sa sobom i 
nove zadatke”, pozivanje na povratak zadacima postavljenim 
prije više od 20 godina je samo po sebi melankolična gesta. 
Upravo je to omogućilo titu (pokretaču tog izvornog puta 
a sada, kako to već biva, i najvećem „knezu komunizma”) 
da u izravnom obraćanju mladima putem državne televizije 
zauzme očinsko-pokroviteljski stav te, neugodno iznenadivši 
i samo partijsko rukovodstvo, načelno podrži studentske 
zahtjeve i poruči zabrinutoj omladini da će sve njihove brige 
biti riješene. danas je tužno pročitati da su studenti, nakon 
titova govora kojega je zaključio riječima: I najzad ja se još 
jedanput obraćam studentima: vrijeme je da se prihvatite 
učenja, sada je vrijeme polaganja ispita i u tome vam želim 
mnogo uspjeha. jer, bilo bi zaista šteta da izgubite još vre-
mena – od oduševljenja zaplesali Kozaračko kolo.31
sistema, nego traže njegovo „dosljedno provođenje”. Njihov 
program je, tako, „program sFrJ”, a njihova je odanost 
predvodniku tog programa Josipu Brozu titu po svemu 
sudeći iskrena, a ne tek nužno potreban legitimacijski alat.29 
Iako je „napad” s lijevih pozicija i pozivanje na dosljedno pro-
vođenje već postojećeg programa svakako lucidna metoda 
ukazivanja na paradokse tadašnjeg trenutka i licemjerstvo 
vladajućih „kneževa komuzima”, to je upravo ono što pokretu 
oduzima moć osporavanja, jer čini se da je nedostatak neke 
jasno artikulirane, „alternativne” vizije budućnosti ono što, 
u konačnici, omogućava i tako elegantno gašenje pobu-
ne od strane vlasti: „studentski proglasi bili su uglavnom 
načelne naravi i ograničeni na zahtjeve za ‘demokratizaciju 
našega društvenog i političkog sustava’. U toj općenitosti 
jedva da su bili različiti od službenih proglasa sKJ.”30 Ako 
-
U FILMU RAnI RADovI žELIMIrA žELINKA rEdAtELJ PrAtI sKUPINU MLAdIh LUtALIcA KOJI U 
BEsPUćIMA rUrALNE PANONsKE rAvNI PrOKLAMIrAJU sAMO-OstvArENJE svAKOG POJEd-
INcA. NAKON dEBAKLA UsLIJEd POKUŠAJA EMANcIPAtOrsKOG POUčAvANJA sELJAčKOG 
stANOvNIŠtvA, JEdNA Od PrIPAdNIcA GrUPE ZABrINUtA KOMENtIrA KAKO BI NJIhOvA MALA 
sKUPINA MOGLA IMAtI PrOBLEMA UPrAvO ZAtO ŠtO sU GrUPA A NIsU sE rEGIstrIrALI: GrUPA 
UvIJEK POdrAZUMIJEvA OdrEđENI ZAJEdNIčKI PrOGrAM I OKUPLJENOst OKO  ZAJEdNIčKOG 
cILJA tE stOGA UvIJEK PrEdstAvLJA POtENcIJALNU PrIJEtNJU sIstEMU. 
ŽILnIK ISTRAŽuje ŽIvoT MLADIh PoBunjenIKA... oPISuje njIhovu neIZBjeŽnI PuT u nIhILIZAM… 
«SMRT RoMATIČARIMA», onI vIČu, oPTuŽujućI SAMI SeBe. ČeTveRo MLADIh nAMjeRILo Se nA 
SoCIjALISTIČKu RevoLuCIju u KoMunISTIČKoj ZeMLjI. nA PuTu oTKRIvAju DA Su, KAo I SvI 
MI, neMoćnI PReD DRŽAvoM, IZoLIRAnI I neSPoSoBnI IShoDovATI IKAKvu ReAKCIju oD STRAne 
ReŽIMA.  DRŽAvA Ih IgnoRIRA. njIhov PRoBLeM je nAPRoSTo u ToMe DA Su nAPoLA RevoLu-
CIonARI jeR je njIhov nePRIjATeLj (DRŽAvA) KooPTIRAo njIhovu IDeoLogIju. 
PrEUZEtO IZ: «EArLY WOrKs: hALF-WAY rEvOLUtIONs”, U: DoTSon RADeR, GrOvE PrEss 
INtErNAtIONAL FILM FEstIvAL BOOK, vIdI: httP://WWW.ZELIMIrZILNIK.cOM/cONtENt/vIEW/26/27/ 
vernment, but also the ideology that legitimized it, the Belgrade 
protests (later joined by the students from Zagreb, Ljubljana, and 
sarajevo) were specific in that they were actually not directed 
against the existing system, but demanded its “more consistent 
implementation.” their programme was thus the “programme of 
sFrJ27,” and their loyalty to the leader of that programme, Josip 
Broz tito, was most probably genuine, rather than just a neces-
sary tool of legitimization.28 Even though the “attack” from the left 
positions and the call for implementing the existing programme 
more consistently was certainly a lucid method of pointing out 
the paradoxes of the moment and the hypocrisy of the leading 
“princes of communism,” that was precisely what deprived the 
movement of its power of opposition, since it was apparently 
the lack of a clearly articulated “alternative” vision of the future 
that opened up the way for the eventual elegant suppression of 
the protest by the authorities: “the student proclamations were 
largely theoretical in nature and limited to demands for ‘democra-
tizing our social and political system.’ In their generalization, they 
were hardly any different from the official proclamations of the 
Party.”29 If we accept the hypothesis that “new times seek com-
mitment to new tasks,” this call for returning to the tasks that had 
been set more than twenty years before was in itself a melancho-
lic gesture. Precisely this made it possible for tito (the initiator of 
that original path and now, as it usually develops, the greatest 
“prince of communism”) to adopt a paternal and patronizing stan-
-
IN EArLY WOrKs BY žELIMIr žILNIK thE dIrEctOr 
FOLLOWs A GrOUP OF YOUNG rEBELs WhO, IN 
thE LIMItLEss PLANEs OF thE PANONIAN cOUN-
trYsIdE, PrOcLAIM thE sELF-rEALIZAtION OF 
EAch INdIvIdUAL. AFtEr thE EFFOrt tO tEAch 
ANd EMANcIPAtE thE PEAsANts tUrNs INtO A 
FIAscO, ONE OF thE GrOUP MEMBErs Is WOr-
rIEd thAt thEIr LIttLE GrOUP MIGht rUN INtO 
trOUBLE ExActLY BEcAUsE thEY ArE A GrOUP 
BUt NOt A rEGIstErEd ONE. A GrOUP ALWAYs 
rEPrEsENts A cOMMON PrOGrAM ANd FOcUs 
ArOUNd thE cOMMON GOAL, WhIch Is WhY It 
ALWAYs rEPrEsENts A POtENtIAL thrEAt tO 
thE sYstEM.
ZILnIK exAMIneS The LIFe oF The young ReBeLS 
In The MoDeRn CoRPoRATe STATe, AnD he 
DeSCRIBeS TheIR InevITABLe PASSAge InTo nIhIL-
ISM. FoR ThAT IS WhAT RoMAnTICISM, ReFuSeD 
An unAMBIguouS IDeoLogy AnD PoLITICAL 
DISCIPLIne, ReFuSeD PoWeR, BeCoMeS. ‘’DeATh 
ce in his speech addressing the students through state tv and 
– which came as an unpleasant surprise to the Party leadership 
itself – supporting their demands in principle and promising that 
all their concerns would be answered. From today’s perspective, 
it seems rather sad that the students – having heard the speech 
that tito ended with the following words: And finally, I wish to 
say to the students once again: It is time for you to return to your 
books, since you are now in the middle of the exam period, and I 
wish you lots of luck with that. It would really be a pity for you to 
lose more time – jubilantly joined in a “Kozara” wheel dance. 
To The RoMAnTICS!’’ They CRy, ConDeMnIng  
TheMSeLveS. 
The FouR young PeoPLe ARe ouT To 
CReATe A SoCIALIST RevoLuTIon In A CoM-
MunIST CounTRy. AnD on The WAy They 
DISCoveR ThAT They ARe, LIKe The ReST oF 
uS, IMPoTenT BeFoRe The STATe, ISoLATeD 
AnD InCAPABLe oF AFFeCTIng A SuFFICIenT 
ReSPonSe FRoM The RegIMe. (unLeSS one 
ConSIDeRS A PoLICe-ADMInISTeReD hAIRCuT 
A SuFFICIenT ReSPonSe. IT IS CeRTAInLy A 
ToTALITARIAn one.) The STATe DISRegARDS 
TheM. TheIR DIFFICuLTy IS SIMPLy ThAT They 
ARe hALF-WAy RevoLuTIonARIeS BeCAuSe 
TheIR eneMy (The STATe) hAS Co-oPTeD 
TheIR IDeoLogy. cItEd FrOM: «EArLY WOrKs: 
hALF-WAY rEvOLUtIONs”, IN: dOtsON rAdEr, 
GrOvE PrEss INtErNAtIONAL FILM FEstIvAL 
BOOK, AvAILABLE At: httP://WWW.ZELIMIr-
ZILNIK.cOM/cONtENt/vIEW/26/27/ 
pljuni istini 
u o či (a z atim 
brzo z at vori 




spit in the 











stUdENtsKA GIBANJA U LIPNJU 1968. (IsPrEd stUdENtsKOG cENtrA U ZAGrEBU)
| 
JULY 1968 stUdENt MOvEMEMENt (IN FrONt OF thE stUdENt cENtEr IN ZAGrEB)
128
Karl marx kao usamljeni antimarksist32
Premda je, s obzirom na ono što se u isto vrijeme događalo 
u čehoslovačkoj ili Argentini, 1968-a u Jugoslaviji nalik ka-
zalištu za djecu, ona u lokalnom kontekstu ipak predstavlja 
prvo masovno protestno okupljanje i iskazivanje nezadovolj-
stva. time je otvoren određeni prostor za slobodu govora 
i naznačen potencijal javnog okupljanja, koji će u istom 
periodu kulminirati studentskim nemirima u Zagrebu 1971., 
no ovaj put s jasno artikuliranim političkim programom koji, 
kao i program tadašnjeg hrvatskog partijskog vodstva, u prvi 
plan stavlja hrvatsko nacionalno pitanje i položaj hrvatske 
unutar jugoslavenske federativne zajednice, pa konačno 
razrješenje ovih nemira (u vidu smjene hrvatskog vodstva i 
uhićenja vođa studentskog pokreta), stoga rezultira i mnogo 
ozbiljnijim društveno-političkim posljedicama. Iako su se i 
tzv. „proljećari”33 obraćali titu za podršku, jasno je da, u nji-
hovu slučaju, on više nije tako jednostavno mogao iskoristiti 
Karl marx as a lonesome anti-marxist31
Even though the 1968 in Yugoslavia may seem like children’s 
theatre, taking into account what was going on in czechoslo-
vakia or Argentina, in the local context it was the first massive 
act of protest and an expression of dissatisfaction. It created 
a sort of space for the freedom of speech and demonstrated 
a potential of public association, which would culminate, in 
the same period, in the Zagreb student protests of 1971 – this 
time, however, with a clearly articulated political programme. 
similarly to the programme of the croatian officical Party 
leadership at the time, it placed into the foreground the issue 
of croatian national entity and the position of croatia within the 
Yugoslav federative community, which is why the final solution 
of those protests (the deposing of the croatian leadership and 
the imprisonment of student leaders) had far more serious 
social and political consequences. Even though the so-called 
“spring activists”32 were also addressing tito for support, it is 
clear that, in their case, it was no longer that simple to use the 
istu metodu neutralizacije nezadovoljstva. Oni su se, jednako 
tako, također pozivali na osnovne vrijednosti socijalističkog 
i samoupravnog društva te se, tijekom studentskih zborova, 
sukobili sa svojim „lijevim” kolegama – „šezdesetosmašima” 
upravo glede ispravnih shvaćanja marksizma. Postavke 
na kojima je utemeljeno društvo na taj je način teoretski 
moguće bezgranično interpretirati sve dok se nominalno 
ostaje unutar postojećih okvira – tako, primjerice, naslijeđe 
marksizma postaje polje legitimacije svih interesnih skupi-
na: socijalističke države, filozofa okupljenih oko časopisa 
Praxis i Korčulanske ljetne škole, „lijevih” šezdesetosmaša i 
„desnih” proljećara, među kojima svi vlastiti diskurs legitimi-
raju u „ispravnom” shvaćanju marksizma. (Zanimljiv je detalj, 
primjerice, da se u jednoj od novinskih reakcija na čuveno 
predavanje Josepha Beuysa u beogradskom sKc-u autor 
članka obrušio upravo na Beuysovo iskrivljeno, „zapadnjač-
ko” shvaćanje marksizma.)
same method in neutralizing dissatisfaction. they were equally 
referring to the basic values of socialist and self-managed 
society and they even conflicted, during the student meetings, 
with their “leftist” colleagues (the ‘68 activists) about the proper 
understanding of Marxism. thus, it was possible to reinterpret 
endlessly the premises on which the society was based, as 
long as one nominally remained within the existing boundaries. 
the legacy of Marxism, for instance, became a field of legitimi-
zation for all interest groups: the socialist state, the philosop-
hers around the Praxis journal and Korčula summer school, 
the “leftist” ‘68 activists and the “rightist” spring activists, all 
of which sought to legitimize their own discourse with their 
“proper” understanding of Marxism. (Interestingly, one of the 
newspaper comments on the famous lecture of Joseph Beuys 
at Belgrade’s sKc condemned precisely Beuys’s twisted, “We-
stern” understanding of Marxism).
In any case, it seems that an “alternative” was possible only by 
“simulating” or “mimicking” the existing, i.e. accepted social 
-
”WOrK Is dIsEAsE. KArL MArx.” (MLAdEN stILINOvIć)
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U svakom slučaju, čini se da je „alternativa” bila moguća jedi-
no putem „simulacije” ili „mimikrije” postojećih, tj. prihvaćenih 
društvenih obrazaca i projekata, a koliko se daleko moglo ići u 
toj mimikriji društva i frazeologije koja mu je jedno od uporišta 
najbolje govori briljantna parola Mladena stilinovića: „Napad 
na moju umjetnost napad je na socijalizam i napredak.” Ovdje 
se ta igra razvija do logičkog paradoksa koji poništava razlike 
između dvije potencijalno suprotstavljene strane: kako napasti i 
onu umjetnost koja napada socijalizam i napredak a da socijali-
zam i napredak pritom ostanu netaknuti? 
Naći ćeš me, majko, u nirvani
Postojali su 1971. ljudi koji nisu bili maspokovci, „Budišini”, niti 
su bili na strani, recimo, Žarka Puhovskog, nego su predstav-
ljali jednu struju koja je zapravo bila anarhoidna, ako već ne i 
anarhistička (…) Ima, naime, jedna situacionistička akcija koju 
je napravio Lino veljak: kamenom je razbio prozor na zgradi 
Sveučilišta iz protesta protiv politike tadašnjeg rektora. Taj je 
događaj postao tzv. urbana legenda, iako ne treba sumnjati 
da je istinit. To je pitanje koje proizlazi iz ovoga – može li se 
raditi i individualne proteste?34
tko je prvi koji će baciti kamen, i na koga? Koja je uloga onih 
koji su (za)lutali ili ispali iz kola? Koji su istraživali granice misli 
i akcija bez manifesta i programa?. Akcija crvenog Peristila, u 
kojoj je osmorica mladića, u siječnju 1968., prebojala središnji 
-
”rAd JE BOLEst. KArL MArx.” (MLAdEN stILINOvIć)
patterns and projects. how far one could go in that mimi-
cry of the society and the phraseology that sustained it, 
becomes evident from a brilliant slogan by Mladen stilinović: 
“An attack on my art is an attack on socialism and prog- 
ress”. here the game has been pushed to a logical paradox, 
erasing the differences between the two potentially opposed 
sides: how can one attack an art that attacks socialism and 
progress and at the same time preserve the socialism and 
progress intact? 
You will find me, mother, in nirvana
In 1971, there were those who were neither “maspok”33 acti-
vists - “Budiša’s men”, but they were not on the side of, let’s 
say, Žarko Puhovski either; they represented a current that 
was actually anarchoid, perhaps even anarchistic (…) There 
was a situationist action performed by Lino veljak: he threw 
a stone ans broke one of the windows of the university 
building as a sign of protest against the rector’s policy. The 
event has become an urban legend, although its veracity 
needn’t be doubted. This is the question to be asked now: 
are individual protests possible?34
Who will be the first to throw the stone, and at whom? What 
is the role of those who have (ab)erred and fell out of the 
wheel dance? those who have questioned the limits of tho-
-
vArijAble o uPiTNiKu
GENE sWENsON: ”svIJEt UMJEtNOstI sJEdI NA 
tEMPIrANOJ BOMBI drUŠtvENE rEvOLUcIJE”, 
trAvANJ 1968.  
GENE sWENsON POtPUNO sAM PrOtEstIrA 
IsPrEd MUZEJA MOMA U NEW YOrKU, NOsEćI 
vELIKI UPItNIK. strAžArI sU UPOZOrENI dA 
GA NE PUŠtAJU UNUtrA. PrIJE tOGA, dO 
1968. sWENsON JE JEdAN Od NAJPrIZNAtIJIh 
NJUJOrŠKIh KrItIčArA dA BI ZAtIM POstAO 
OGOrčENI I PArANOIdNI OtPAdNIK. NJEGOvA JE 
GEstA dONKIhOtOvsKA. KOJA JE, UIstINU, MOć 
UMJEtNIKA PrEd BJELOKOsNIM KULAMA IN-
stItUcIJA I držAvE, AKO dJELUJE IZvANA, KAO 




GENE sWENsON: ”thE Art WOrLd Is 
sIttING ON A tIME BOMB OF sOcIAL 
rEvOLUtION”, APrIL 1968.  
GENE sWENsON, cArrYING A BLUE 
QUEstION MArK PErchEd ON A POLE, 
Is PIcKEtING thE MUsEUM OF MOdErN 
Art IN NEW YOrK. thE GUArds hAvE 
BEEN WArNEd NOt tO LEt hIM INsIdE. 
sWENsON UsEd tO BE ONE OF thE MOst 
INFLUENtIAL NEW YOrK's crItIcs ANd 
BEcAME A BIttEr ANd PArANOId OUt-
cAst. hIs GEstUrE Is A QUIxOtIc ONE. 
tO WhAt ExtENt dOEs, IN FAct, thE 
ArtIst hAvE thE POWEr IN thE FAcE OF 
thE IvOrY tOWErs OF INstItUtIONs ANd 
thE stAtE, IF hE Acts FrOM OUtsIdE, 
As A LONELY KOYOtE WIth UNdErdEvEL-
OPEd FANGs?
-
thE sLOvAK ArtIst JULIUs KOLLEr UsEd 
QUEstION MArK As hIs LOGO sINcE 
thE sIxtIEs. IN 1978 hE PErFOrMEd thE 
unIveRSAL FuTuRoLogICAL QueSTIon 
MARK, BY sIttING dOWN IN A FIELd WIth 
thIrtY chILdrEN ArrANGEd IN A FOrM 
OF QUEstION MArK. hE cALLEd thIs 
ActION A "cULtUrAL sItUAtION". thE 
QUEstION MArK POINts tO thE sKY – 
thErE Is NO INstItUtION It AddrEssEs. 
It AddrEssEs thE ONE WhO dOEsN't 
sEE It Or thAt WhIch It ItsELF dOEsN't 
sEE. thE QUEstION MArK PrOtrUdEs 
tOWArds EMPtINEss. thE chILdrEN 
ArE FOr thE tIME BEING JUst A FOrM, 
POssIBLE BEArErs OF A QUEstION 
WhIch It WILL BE POssIBLE tO rAIsE IN 
thE FUtUrE.
sLOvAčKI UMJEtNIK JULIUs KOLLEr Od
ŠEZdEsEtIh UPOtrEBLJAvA UPItNIK KAO 
svOJ LOGO. 1978. GOdINE IZvOdI unIveR-
ZALnI FuTuRoLoŠKI uPITnIK, sJEdEćI, 
rAsPOrEđEN NA POLJU s trIdEsEtOrO 
dJEcE U OBLIKU UPItNIKA I NAZIvAJUćI 
AKcIJU “KULtUrNOM sItUAcIJOM”. UPItNIK 
JE UPrt PrEMA NEBU - NEMA INstItUcIJE 
KOJOJ sE OBrAćA. UsMJErEN JE PrEMA 
ONOME tKO GA NE vIdI ILI ONOME ŠtO ON 
sAM NE vIdI. PItANJE strŠI U PrAZNINU. 
dJEcA sU ZA sAdA sAMO FOrMA, MOGUćI 
NOsItELJI PItANJA KOJE ćE U BUdUćNOstI 
BItI MOGUćE POstAvItI.
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splitski trg Peristil (reprezentativni spomenik antičke rimske 
kulture), postala je jednom od urbanih legendi grada splita 
ali i cjelokupne povijesti hrvatske umjetnosti. Akcija je često 
bila predmetom rasprava koje su tražile odgovor na pitanje o 
karakteru njezine motivacije: je li prebojavanje trga crvenom 
bojom bila dekonstrukcija crvene kao boje koja simbolizira 
vladajući komunistički režim ili se radilo, korištenjem iste 
boje i geometrijskog oblika pravokutnika, o referenci na 
povijesne ruske avangarde ili pak moskovski crveni trg? 
Iznosili su se podaci da su postojale namjere članova grupe 
da se trg preboji u narančasto, čime bi se, opet navodno, 
asociralo na budizam ili pak naprosto radilo o povratku boje 
izblijedjelim antičkim spomenicima. sve te rašomonske dis-
kusije upućivale su na neizvjesnost namjere umjetnika kao 
geste protesta protiv društva u kojem su živjeli, tj. crvene 
boje koja ga je simbolizirala, čime se relativizirao eventualni 
„politički” karakter akcije. Međutim, možda je upravo ovdje 
dobar trenutak da se prisjetimo „smrti autora” i samim time 
njegove namjere, a usredotočimo prije svega na učinak 
koji je proizveden, na posljedicu te geste, koja u lokalnom 
kontekstu predstavlja prvo takvo eksplicitno posezanje, 
prisvajanje i očuđavanje jednog reprezentativnog javnog 
prostora. (Ako se želimo poigrati kronologijom kao majkom 
dihotomije uzroka i posljedica, možemo li navesti razum na 
skretanje u ludičku pretpostavku da je akcija crveni Peristil, 
koja se dogodila na samom početku 1968. godine u jednom 
od jugoslavenskih perifernih gradova neka vrsta inicija-
cije, nagovještaja, a igrom „leptirova efekta” možda čak i 
uzrokom prvog zauzimanja javnog prostora u vidu kasnijeg 
mnoštva pobunjenih tijela u studentskoj pobuni u Beogradu 
u lipnju iste godine? Možda čak i Parizu?)35 
Bez obzira na „namjere” ili možda upravo zahvaljujući njego-
voj „nemogućoj povijesti”36, crveni Peristil je manifestacija 
eksplozije anarhoidne incidentnosti bez programa, klimaks 
nakupljene energije, neartikulirane srdžbe protiv neprijatelja 
kojeg ne možemo s lakoćom imenovati. A i ponovno – tko 
smo ti neimenovani “mi”? U kratkotrajnoj gesti karnevales-
knog šarma crveni peristil blješti kao znak za taktiku izlaza u 
prostor onog „javnog”, definiranog strategijama37.
Između službenih transparenata za proslavu 1. maja, Prazni-
ka rada, 1975. godine Mladen stilinović umeće transparente 
koji nose infantilno intonirane slogane „Ađo voli stipu” i 
„stipa voli Ađu”. Mimikrijskom gestom parafraziranja masov-
no proklamiranih patetičnih slogana socijalističkog folklora 
autor maskira osobnu, kolokvijalnu poruku koja u postojećoj 
ideološkoj ikonografiji aludira na apsurdnost proklamiranog 
kolektivnog programa čija je kolektivnost zasnovana na 
prividno benignoj fantaziji društvene jedinstvenosti. 
ughts and actions without manifestos or programmes? the 
red Peristyle action, in which eight young men painted Peri-
style, the central square of split (and a representative monu-
ment of ancient roman culture) in January 1968, has become 
an urban legend, not only of that city, but of croatian art history 
as well. the action has been the focus of many debates, which 
sought to answer the question about the character of its mo-
tivation: did it signify the deconstruction of redness, since red 
was the colour that symbolized the communist regime, or was 
it actually referring to historical russian avant-gardes or the 
red square in Moscow, since it used red colour together with 
the rectangular form? some were saying that the group had 
also considered painting the square in orange, which would 
have associated the action, equally randomly, with Buddhism, 
or simply with bringing back some colour to the faded ancient 
monuments. All those arbitrary debates indicated the uncer-
tainty of the artists’ intention as a gesture of protest against 
the society in which they lived, or rather the uncertainty of red 
colour as its symbol, thereby relativizing the possible “politi-
cal” character of the action. however, perhaps this is a good 
moment to recall the “death of the author” and thereby of his 
intent, focusing above all on the effect that was achieved, on 
the consequence of that gesture, which, in the local context, 
was the first case of such blatant seizure, appropriation, and 
estrangement of representative public space. (If we wished to 
play with chronology as the mother of the cause-consequence 
dichotomy, we might adopt a ludic presumption that the action 
red Peristyle, which took place at the very beginning of 1968 
in a peripheral Yugoslav city, was perhaps a sort of initiation, 
heralding – or by some sort of “butterfly effect” perhaps even 
causing the later first occupation of public space by a multitude 
of rebellious bodies – the student protests of Belgrade, in June 
that very year? Perhaps even those in Paris?35 
regardless of its “intents”, or perhaps exactly because of its 
“impossible history36,” red Peristyle is a manifestation of explo-
ding anarchoid incidentality without a programme, a climax of 
accumulated energy and inarticulate rage against an enemy 
that we could hardly name. And then again – who are these 
unnamed “we”? In the short-lived gesture of carnevalesque 
charm, red Peristyle shines as a sign for adopting the tactics 
of coming out into the “public” space, defined by strategies.37 
In 1975, Mladen stilinović inserted billboards with childis-
hly intoned slogans “Ađo loves stipa” and “stipa loves Ađo” 
among the official billboards made for the celebration of May 
1, the Labour day. By this mimicking gesture of paraphrasing 
the popular pathetic slogans of socialist folklore, the author 
expressed his personal colloquial message, which in the pre-
vailing ideological iconography alluded to the absurdity of the 
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traganje za taktikama, umjesto programima, ono je što 
izbacuje iz orbite dijalektike suprotstavljanja: možemo li tvr-
diti da je transgresivnije u tom smislu, upravo nedjelovanje, 
odnosno djelovanje po slučaju, u apsurdu, sa sviješću da 
cilja nema. Mora se, navodno, upoznati protivnika da bi ga 
se porazilo. Ako protivnik nema nikakvu strategiju, definiranu 
ikakvom postojećom ideološkom frazeologijom, koja je onda 
strategija koja se može upotrijebiti protiv njega? 
-
BILO JE U NAŠOJ GENErAcIJI sUBvErZIvNOG dJELOvANJA svAKAKO. NO POs-
tOJALA JE I AUtOcENZUrA - NIJE IMALO sMIsLA rAdI JEdNOG rAdA ZAvrŠItI NA 
sUdU. trEBALO JE BItI PAžLJIv, NO tO NAŠE dJELOvANJE BILO JE svOJEvrsNA 
KrItIKA, IZrAžAvANJE sLOBOdE I POBUNE. rAd ‘AđO vOLI stIPU’ IZLAGAO sAM 
BEZ IKAKvE cENZUrE, ON čAK NIKAd KOd UMJEtNIčKE KrItIKE NIJE tUMAčEN 
POLItIčKI. U OKvIrU AKcIJE 1. MAj ‘75 tAJ sMO trANsPArENt POstAvILI NA 
ULIcU I ON JE tAKO OstAO stAJAtI dOstA dUGO. IstINA JE dA MU JE NJEGOvA 
INFANtILNA NOtA dAvALA sLOBOdU. tO JE NAPrOstO LJUBAvNA POrUKA UM-
EtNUtA U KONtEKst KOLEKtIvNOG rItUALA sLAvLJENJA PrvOG MAJA. U svEMU 
tOME JA sE tOGA OdrIčEM I KAžEM - BAŠ ME BrIGA, JA vOLIM stIPU. 
(IZ rAZGOvOrA MLAdENA stILINOvIćA s ANtONIJOM MAJAčA, “A sUNdAY cON-
vErsAtION WIth MLAdEN stILINOvIć”, OBJAvLJENO U: MänneRFAnTASIen, Ur. 
ELLEN BLUMENstEIN, cOMA, BErLIN, 2008)
Kada željko Jerman na ulice Zagreba postavlja transparent s 
natpisom „Ovo nije moj svijet”37, to nije nikako moguće čitati 
tek kao opoziciju postojećem, usustavljenom svijetu koji ga 
okružuje. transgresivnost te izjave počiva prije svega u neo-
dređenosti svijeta koji želi suprotstaviti onom koji nije njegov, 
odnosno u pitanju koji je taj svijet koji je/bi bio/mogao/trebao 
biti njegov. transgresija počiva ne u suprotstavljanju nego u 
odvažnosti samog postavljanja pitanja mogućnosti drugih, 
neotkrivenih svijetova, možda najviše od svega upravo u 
mogućnosti da tog svijeta zapravo nema. Kao u univerzal-
nom futurološkom upitniku Juliusa hollera, izjava je upućena 
u prazninu, u nebo, poput Gorgonina: „Mi nismo Gorgona, 
mi samo tražimo Gorgonu u svijetu.” 
U tom odbijanju da se niti bude niti ne bude nešto, nego da 
se traga, u toj mogućnosti besciljnog lutanja, leži potenci-
jalna opasnost od onog što bi se moglo naći. U tom smislu 
možemo shvatiti i cenzuru na drugom albumu jugoslavenske 
grupe Buldožer, kojom je „nirvana” pretvorena u „kafanu”, 
jer izgubljenog sina nije teško pronaći u prvoj „kafani” u selu, 
proclaimed collective programme, the collectivism of which was 
based on the apparently benign fantasies of social unity. 
searching for tactics instead of programmes is what disrupts 
the dialectics of opposition: perhaps we can claim that the most 
transgressive tactic here is precisely non-action, or rather acting 
by incident, in absurdity, with the awareness that there is no goal. 
supposedly, one must know the enemy in order to defeat him. 
If the enemy has no strategy, defined in any existing ideological 
phraseology, what then is the strategy that can be employed 
against him? 
When željko Jerman placed the billboard “this is not my world” 
on the streets of Zagreb,38 it could barely be interpreted as a 
mere opposition to the existing, systematized world that surro-
unded him. the transgressiveness of that statement was above 
all in the vagueness of the world he sought to oppose to the one 
that was not his, in the question what world it was that was/wo-
uld/may/should have been his. the transgression did not rest in 
opposition, but rather in the audacity to raise the very question of 
the possibility of other, undiscovered worlds, and perhaps most 
of all in the possibility that this “other” world did not really exist 
-
WE cOULd cErtAINLY tALK OF sUBvErsIvE ActIONs IN thE WOrK 
OF ArtIsts OF OUr GENErAtION. BUt thErE WAs ALsO sELF-cEN-
sOrshIP – It dIdN’t MAKE sENsE tO ENd UP IN cOUrt BEcAUsE OF 
A sINGLE Art PIEcE. WE WErE BEING cArEFUL, BUt OUr ActIONs 
WErE At thE sAME tIME A WAY OF ExPrEssING crItIQUE, FrEEdOM 
ANd rEvOLt. thE WOrK AđO LOvEs stIPA dIdN’t GO thrOUGh ANY 
cENsOrshIP, NOt EvEN thE Art crItIcs OF thE tIME rEcOGNIZEd 
thE POLItIcAL cONNOtAtIONs OF thE WOrK. IN thE FrAME OF thE 
ActION The 1ST oF MAy 1975 WE PUt thAt BANNEr IN thE strEEt 
WhErE It rEMAINEd FOr QUItE sOME tIME. It Is trUE, thOUGh, 
thAt thE INFANtILE NOtE OF thE MEssAGE WAs ENABLING thIs 
WOrK tO rEMAIN FrEE. It’s sIMPLY A LOvE MEssAGE INsErtEd 
INtO thE cONtExt OF A cOLLEctIvE rItUAL OF cELEBrAtING thE 
LABOUr dAY. I rENOUNcE thAt WhOLE PArAdE ANd sAY: I dON’t 
cArE, I JUst LOvE stIPA, ANd thIs PrIvAtE stAtEMENt BEcOMEs 
INsErtEd INtO thE OvErsAtUrAtEd POLItIcIZEd ENvIrONMENt. 
MAKING PrIvAcY PUBLIc Is ALsO sUBvErsIvE.
(FrOM thE INtErvIEW WIth MLAdEN stILINOvIć BY ANtONIA 
MAJAčA, “A sUNdAY cONvErsAtION WIth MLAdEN stILINOvIć”, 
PUBLIshEd IN: ELLEN BLUMENstEIN (Ed.), MänneRFAnTASIen, cOMA, 
BErLIN, 2008)
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ali pothvat postaje nemoguć ako se izgubi u nečemu tako 
neuhvatljivom kao što je nirvana. 
in the first place. As in Julius holler’s question mark, the sta-
tement was addressing the void, the skies, just like Gorgona’s 
slogan: “We are not Gorgona, we are just looking for Gorgona 
in the world that surrounds us.” 
this refusal both to be and to not be something but to look for 
something instead, the possibility of aimless wandering, con-
tain a potential threat of what might be found. In that sense we 
may also understand the censorship on the second album of 
Buldožer, by which the word “nirvana” was turned into “kafana” 
(pub), since a lost son can easily be found in the closest pub 
in the village, but the enterprise becomes impossible if he gets 
lost in something as elusive as nirvana. 
Left to Themselves, the title of a tv drama produced in 1971,39 
but censured and shown for the first time on croatian tv in the 
90s, may be considered the paradigm of an entire generation 
of small-step seekers, wanderers, and “urban sleepers”40 with 
no programme. While wandering through the streets of Zagreb, 
a group of young men find a corpse by the road and, after dis-
cussing what they should do, head straight to the closest pub, 
despite an effort of one of them, by the symbolic name of che, 
to convince them that they cannot simply ignore what they have 
seen. In the pub, they encounter a group of “toilers”, whom they 
(as sworn idlers and “good-for-nothings”), confront, whereby Poet 
uses the situation to recite a poem that explicitly problematizes 
the economic situation and the fact that the working class is lea-
ving the country in order to work as Gastarbeiter in Germany (the 
former enemy) for “black, filthy, bloody money.” After this gesture 
of “spitting in the eye of truth” and facing the social reality, they 
move to Poet’s flat, which is, among other things, marked by the 
slogan “I love the wandering bird”, where they drink until the mor-
ning and have intellectual debates dominated by a nihilist tone, 
which embodies the threatening symptom of a new, futureless 
generation – the so-called “pessimistic youth.” the impossibility 
of finding a way out and into action – or even a reason for action 
– remains in the focus of the plot: che is embittered because of 
his colleagues’ indifference and their inability to provoke any sort 
of change, Alarm clock dreams about girls and sex (even though 
-
PLjunI ISTInI u oČI (sPIt IN thE EYE OF trUth) Is AN INdIcAtIvE tItLE OF AN ALBUM BY 
thE MUsIc BANd BULdOžEr, rELEAsEd IN 1975 ANd sOLd OUt WIthIN A MONth IN ALL 
13000 cOPIEs. Its rE-rELEAsE WAs BANNEd sINcE thE hIGhEr INstANcEs FOUNd It 
cONtrOvErsIAL. It EMANAtEd cINIcIsM ANd NIhILIsM, WhIch WErE At Odds WIth thE 
sOcIALIst sOcIEtY OF PrOGrEss. shOrtLY AFtErWArds, BY A cLAssIcAL MEthOd 
OF AMOrtIZAtION ANd NEUtrALIZAtION OF thE “UNsUItABLE”, BULdOžEr’s sINGEr 
MArKO BrEcELJ rEcEIvEd thE PrEstIGIOUs “sEvEN sEcrEtArIEs OF thE YUGOsLAv 
YOUNG cOMMUNIsts’ AssOcIAtION AWArd”. FOr thE rELEAsE OF thEIr sEcONd 
ALBUM, thE PrOdUctION cOMPANY MAdE thEM chANGE thE WOrd “NIrvANA” WIth 
thE WOrd “KAFANA” (PUB). (“YOU’LL FINd ME, MOthEr, IN NIrvANA KAFANA”)
1, 2, 3, 4
IZGUBLJENI!
IMA NAs JOŠ!
GOdINAMA PrIčAJU dA NEMA NAs PUNO
 A svE NAs JE vIŠE, svE NAs JE vIŠE
GOdINAMA PrIčAJU IMA NAs MALO
 A svE NAs JE vIŠE
1, 2, 3, 4
IZGUBLJENI!
   (...)
(IZGUBLJENI, LEt 3, 1989.)
-
-
PLJUNI IstINI U OčI ZNAKOvItI JE NAZIv 
ALBUMA GrUPE BULdOžEr KOJI JE 
IZdAN 1975. tE rAsPrOdAN U rOKU Od 
MJEsEc dANA U 13.000 PrIMJErAKA, 
dA BI POtOM NJEGOvO rEIZdANJE BILO 
ZABrANJENO JEr sU vIŠE INstANcE 
OsJEćALE dA JE KONtrOvErZAN. 
ŠIrIO JE cINIZAM I NIhILIZAM, POsvE 
NEPrIsPOdOBIv sOcIJALIstIčKOM 
drUŠtvU PrOGrEsA. NEdUGO 
NAKON tOGA, KLAsIčNOM MEtOdOM 
AMOrtIZAcIJE I NEUtrALIZAcIJE 
«NEPOdOBNIh», MArKO BrEcELJ PrIMA 
PrEstIžNU NAGrAdU “sEdAM sEKrE-
tArA sKOJ-A”. NA drUGOM sU PAK 
ALBUMU, POd PrItIsKOM IZdAvAčA, 
rIJEč «NIrvANA» MOrALI ZAMIJENItI 
rJEčJU «KAFANA». («NAćI ćEŠ ME 
MAJKO U NIrvANI KAFANI»)
Prepušteni, naslov televizijske drame snimljene 1971.39 , 
tada cenzurirane i prvi put prikazane na hrt-u devedesetih 
godina, može stajati kao paradigma cijele jedne generaci-
je tragača u sitnim koracima, lutalica, „urbanih spavača”40 
bez programa. tumarajući zagrebačkim ulicama, skupina 
mladića nailazi pored ceste na tijelo mrtvaca te se, na-
kon rasprave o tome što učiniti, odlučuju zaputiti u prvu 
krčmu, unatoč pokušaju jednog među njima, simboličnog 
imena che, da ih uvjeri da ne mogu tek tako ignorirati što 
su vidjeli. U krčmi nailaze na skupinu „šljakera” kojima se, 
kao zakleti neradnici i „zgubidani”, suprotstavljaju, pri čemu 
Pjesnik iskorištava cijelu situaciju za recitaciju pjesme koja 
eksplicitno problematizira ekonomsku situaciju i odlazak 
radničke klase na gastarbeiterski rad u (nekad neprijateljsku) 
Njemačku za „crni, prljavi, krvavi novac”. Nakon te geste 
„pljuvanja istini u oči” i suočavanja s društvenom realnošću, 
odlaze u Pjesnikov stan, obilježen između ostalog parolom 
„volim pticu lutalicu”, gdje do ranog jutra ispijaju alkohol i 
vode intelektualne rasprave s prevladavajućim nihilističkim 
tonom, koji utjelovljuje prijeteće simptome nove generacije 
bez budućnosti – tzv. „pesimistične omladine”. Nemoć da se 
pronađe izlaz u akciju – ili razlog za akciju, osnovno je težište 
narativa: che je ogorčen ravnodušnošću svojih kolega i 
njihovom nemogućnosti da proizvedu bilo kakvu promje- pljuni istini 
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nu, Budilica mašta o djevojkama i seksu (iako i ta „akcija” 
ostaje tek na razini mašte), a Pjesnik se zanosi filozofijom i 
poezijom. Ipak, ovakvo izražavanje pesimizma i gubitka vjere 
u budućnost - što nalazimo i u, primjerice, jugoslavenskim 
filmovima tzv. „crnog vala” - i to od strane generacije koja 
je nositelj te budućnosti, kao i gubitak vjere u smislenost 
bilo kakve akcije, možemo promatrati kao moguću opoziciju 
sistemu, koja istovremeno ugrožava njegove same temelje, 
zasnovane na optimističnoj ideji napretka. Nemogućnost 
neposredne akcije sublimira se kroz čin „prepuštanja” - na-
puštanja zadatog okvira borbe. 
tri lika vrlo doslovno nazvana che, Pjesnik i Budilica pred-
stavljaju tri moguće paradigme umjetnosti u odnosu na svijet 
koji ju okružuje – svijet koji ona, „prepuštena” samoj sebi, 
promatra iz sigurne distance „Pjesnikova” stana.
Suvremena umjetnost kao (pritvorena) ljubimica države
Mnoge interpretacije koje se bave kritičkim pozicijama su-
vremene umjetnosti tijekom sedamdesetih godina u bivšoj 
Jugoslaviji konstatiraju njezin izrazito marginalizirani položaj ne 
samo u odnosu na društvo u cjelini, nego i u odnosu na druge 
kulturne prakse, poput filma ili književnosti. ta pozicija margine 
rezultira, paradoksalno ili ne, relativnom autonomijom umjetno-
sti: proširenim poljem mogućnosti djelovanja unutar zgusnu-
tog polja koje podrazumijeva pozicija margine. riječ je, prije 
svega, o institucionaliziranoj margini koja je svoje utjelovljenje 
našla u radu studentskih kulturnih organizacija, zaduženih za 
„alternativnu” kulturu mladih, koji su bili istodobno i poprište 
kritičke misli ali i njegova getoizacija. Zanimljivo je opet kako 
neke od tih institucija također preuzimaju strategije „simulacije” 
društveno prihvaćenih obrazaca (primjerice beogradski sKc 
koji uporište za jedno od usmjerenja svoje programske politike 
pronalazi upravo u mogućnostima interpretacije i primjene 
samoupravnog modela na područje kulture). Institucije – a ne 
individualne prakse ili samoorganizirane umjetničke inicijative, 
zaista su, u ranom razdoblju kraja 60-ih i početka 70-ih, bile 
pokretači promjena na području kulture i umjetnosti i onoga što 
će se, na polju suvremene umjetnosti, uvriježiti pod nazivom 
„nova umjetnička praksa”. Galerija sc u Zagrebu od 1969. 
godine organizira prve izložbe njezinih kasnijih protagonista, 
poigrava se novim modelima same izložbene forme; Galerija 
(danas Muzej) suvremene umjetnosti u Zagrebu organizira prve 
izložbe u vidu intervencija u javni prostor, od kojih se, jedna, 
hipijevskog naziva guliver u zemlji čudesa, odvija u gradskom 
parku u Karlovcu, izložba Mogućnosti za ’71. uključuje umjet-
ničke prostorne intervencije u središtu Zagreba, a nešto kasnije 
beogradska Galerija sKc započinje s progresivnim programom 
festivala Aprilski susreti, itd. Zabavu, kao i uvijek kad je u pita-
this “action” also remains at the level of imagination), and Poet 
is intoxicated by philosophy and poetry. such expression of pe-
ssimism and the loss of faith in the future – as can be found, for 
instance, also in the Yugoslav “Black Wave” films – and coming 
precisely from the generation that was to be the bearer of that 
future, as well as the loss of belief in the significance of any kind 
of action, could be observed as the possible opposition to the 
system, which simultaneously shakes its very foundations, built 
on the optimistic idea of progress. the impossibility of direct 
action is sublimated through the act of “leaving one to oneself” – 
leaving the defined frame of struggle. 
the three characters, very straighforwardly named che, Poet and 
-
1, 2, 3, 4
thE LOst ONEs!
thErE ArE MOrE OF Us!
FOr YEArs thEY'vE BEEN sAYING thErE 
ArE NOt MANY OF Us
BUt thE NUMBErs KEEP GrOWING
NUMBErs KEEP GrOWING 
FOr YEArs thEY'vE BEEN sAYING
thErE ArE ONLY FEW OF Us
BUt thE NUMBErs KEEP GrOWING
1, 2, 3, 4
thE LOst ONEs!
(...)
(LYrIcs FrOM “IZGUBLJENI” [thE LOst 
ONEs], BY LEt 3, 1989)
Alarm clock, represent three possible paradigms of art in relation 
to the world that surrounds it – the world that it, “left to itself”, 
nevertheless observes from the safe distance of “Poet’s” flat.
Contemporary art as the (detained) favourite of the state
Many interpretations concerned with the critical positions of con-
temporary art in Yugoslavia in the 70s have noted its outspokenly 
marginal position, not only with respect to the society as a whole, 
but also with respect to other cultural practices, such as film or 
literature. that marginal position resulted, paradoxically or not, 
in a relative autonomy of art: an extended field of possibilities for 
acting within the condensed field of the margins. these were, 
above all, institutionalized margins, embodied in the activities of 
student cultural organizations, which were in charge of “alternati-
ve” youth culture and which formed the arena of critical thinking, 
but also its ghetto. It is interesting to observe that some of these 
institutions also adopted the strategies of “simulating” socially 
accepted patterns (e.g. the sKc - student cultural centre in Bel-
grade, which found the basis for one of its programme policies 
precisely in the possibilities of interpreting and implementing the 
model of self-management in the field of culture). In that early 
phase (in the late 60s and 70s), it was the institutions – rather 
than the individual practices or self-organized artistic initiati-
ves – that were initiating change in the fields of culture and art, 
initiating that which, in contemporary art, would become known 
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nju suvremena umjetnost, kvari jedino pitanje njezina „stvarnog 
učinka” (što god to značilo) i njezinih „stvarnih” mogućnosti da 
iziđe iz svoga usko ograničenog, intelektualnog i elitističkog 
polja.41
Pitanje, dakako, pogađa u srž još i danas kada, unatoč volji slo-
bodnog  tržišta i kulturne industrije, ipak postoje različiti modeli 
koji se nastoje uhvatiti u koštac s njime, opet najčešće unutar 
samih institucija (najnoviji je primjer pojam „relacijske institu-
cije”). Proizvodi li suvremena umjetnost doista strukture bliže 
„rezervatima otpora” nego „privremenim autonomnim zonama”? 
Za razliku od posljednjih, pojam rezervata podrazumijeva sigur-
no mjesto unutar kojega se kritika odbija o vlastite bijele zidove i 
vraća natrag, poput otupjelog bumeranga, na svoj početni izvor. 
-
”NOvA UMJEtNIčKA PrAKsA, KAKO sU 
KrItIčArI NAZvALI UMJEtNOst KOJA JE NAs-
tAJALA U 70-tIMA U JUGOsLAvIJI dOGAđALA 
sE UGLAvNOM U GALErIJAMA KOJE sU 
dJELOvALE U OKvIrU stUdENtsKIh KULtUrNIh 
cENtArA ALI POvrEMENO I U POJEdINIM 
držAvNIM GALErIJAMA KOJE sU U svOJIM 
PrOGrAMIMA PrEdstAvLJALE LOKALNU I 
MEđUNArOdNU AvANGArdNU scENU I KOJE 
sU IMALE vELIKI UGLEd (sLUčAJ GALErIJE 
sUvrEMENE UMJEtNOstI U ZAGrEBU). IAKO 
JE dAKLE, tA PrAKsA BILA sA JEdNE strANE 
MArGINALIZIrANA (”stUdENtsKI KULtUrNI 
cENtrI” sU IMALI ULOGU MJEstA U KOJIMA sE 
PrAKtIcIrALA ”ALtErNAtIvNA dJELAtNOst”), 
ONA sE NE MOžE dEFINIrAtI KAO dIsIdENtsKA 
JEr JE BILA POdržAvANA (I FINAN-
cIrANA) Od UMJEtNIčKIh INstItUcIJA 
I IZvJEsNOG BrOJA ”PrOGrEsIvNIh” 
KrItIčArA I INtELEKtUALAcA Od KOJIh 
sU NEKI JOŠ UvIJEK BILI UtJEcAJNI 
čLANOvI KOMUNIstIčKE PArtIJE I IMALI 
JAK POLItIčKI POLOžAJ U UMJEtNIčKIM 
INstItUcIJAMA I drUŠtvENIM tIJELIMA. NI 
sAMI UMJEtNIcI NIsU sEBE POZIcIONIrALI 
KAO dIsIdENtI, NJIhOvA KrItIKA NIJE BILA 
”BItKA PrOtIv MrAčNOG KOMUNIstIčKOG 
tOtALItArIZMA”, vEć sU BILI sKLONIJI 
svOJU PrAKsU dOžIvLJAvAtI KAO KrItIKU 
BIrOKrAtIZIrANE vLAstI KOJA JE POd 
svAKU cIJENU htJELA OdržAtI stAtUs 
QUO. ZAtO sE s PrAvOM MOžE rEćI dA sU 
AKtErI NA tAdAŠNJOJ KONtrA-KULtUrNOJ 
scENI shvAćALI sOcIJALIstIčKI PrOJEKt 
PUNO OZBILJNIJE Od vLAdAJUćE, cINIčNE 
POLItIčKE ELItE. MLAdI KULtUrNI rAd-
NIcI KOJI sU tAdA PIsALI U OMLAdINsKOJ 
ŠtAMPI ZAhtJEvALI sU ”PErMANENtNU 
rEvOLUcIJU”, A KONcEPtUALNI UMJEtNIcI 
sU U NEKIM svOJIM MANIFEstIMA trAžILI 
AdEKvAtNU ”rEvOLUcIONArNU UMJEtNOst 
KOJA BI OdGOvArALA rEvOLUcIONArNOM 
drUŠtvU”. “NOvA UMJEtNIčKA PrAKsA” 
(KOJE sAM I JA BILA sUdIONIK) JE dOIstA 
BILA “NOvA” PO tOME ŠtO sU PrvI PUtA 
POstAvLJANA rAdIKALNA PItANJA O 
PrIrOdI I FUNKcIJI sAME UMJEtNOstI, O 
“AUtONOMIJI” GALErIJsKO-MUZEJsKOG  
KONtEKstA, O UtJEcAJU tržIŠNE LOGIKE 
NA PrOIZvOdNJU UMJEtNIčKOG dJELA 
Itd. svE JE tO, IstINA, BILO NA ”dNEvNOM 
rEdU” UMJEtNIKA NA ZZAPAdU, NO NAMA 
sE čINILO dA JE IdEJA O dEMAtErIJAL-
IZAcIJI UMJEtNIčKOG dJELA I, OPćENItO, 
O UMJEtNOstI KOJA IZLAZI IZ INstItUcIJA 
I KOMUNIcIrA sA ”NArOdOM”, PUNO BLIžA 
sOcIJALIstIčKOJ IdEJI drUŠtvA. PArAdOKs 
JE U tOME ŠtO sMO KAO UMJEtNIcI IMALI 
OZBILJNE NAMJErE ”dEMOKrAtIZIrAtI 
UMJEtNOst”, NO UMJEtNIčKI JEZIK KOJI 
sMO UPOtrEBLJAvALI JE BIO tOLIKO 
rAdIKALNO NOv dA JE NAŠA PUBLIKA ZAIstA 
BILA LIMItIrANA. FILM JE dAKAKO, UvIJEK 
BIO OPAsNIJI ZA rEžIM JEr JE IMAO MAs-
OvNIJU PUBLIKU. žEstOKA KrItIKA drUŠtvA 
KOJU sU rEžIsErI JUGOsLAvENsKOG 
FILMsKOG ”crNOG vALA” ArtIKULIrALI 
vEć U ŠEZdEsEtIMA JE NA NAŠU GENErAcIJU 
sIGUrNO OstAvILA dUBOKOG trAGA, NO 
KAd sMO MI POčELI rAdItI MNOGI Od NJIh 
(PAvLOvIć, MAKAvEJEv) sU vEć BILI ”UKLONJE-
NI” sA scENE. ONO ŠtO JE KArAKtErIstIčNO 
ZA KONcEPtUALNU UMJEtNOst 70-Ih U 
sOcIJALIstIčKOJ JUGOsLAvIJI JE dA sE 
KrItIčKI dIsKUrs KOJI JE PrOIZvOdILA OdNO-
sIO IsKLJUčIvO NA ”sIstEM UMJEtNOstI”. tA 
”INstItUcIONALNA KrItIKA” JE IMALA IZUZEtNO 
vAžNU ULOGU U rAstUrANJU MOdErNIstIčKE 
PArAdIGME KOJA JE sNAžNO KArAKtEr-
IZIrALA sLUžBENU držAvNU UMJEtNOst 
NO PItANJE JE MOžEMO LI JU IZJEdNAčItI s 
AKtIvIstIčKOM UMJEtNIčKOM PrAKsOM, KOJA 
sE NA ZAPAdU JAvILA U sKLOPU POKrEtA ZA 
LJUdsKA PrAvA ŠEZdEsEtIh. KOd NAs sU 
KOrIJENI POKrEtA ZA LJUdsKA PrAvA vIdLJIvI 
U OsAMdEsEtIMA, U ”dEKAdENtNOJ” FAZI 
sOcIJALIZMA, NO U LIKOvNOJ UMJEtNOstI sE 
tEME KAO stO sU žENsKA PrAvA, sEKsIZAM, 
hOMOFOBIJA, sIrOMAŠtvO, ŠOvINIZAM, NAcIO-
NALIZAM, PrIvAtIZAcIJA, Itd. POJAvLJUJU tEK 
KAsNIJE, U dEvEdEsEtIMA, U dEMOKrAcIJI, 
KAdA sU sE OtvOrILI NOvI KANALI PrOdUKcIJE 
I dIstrIBUcIJE KrItIčKE PrAKsE I KAdA JE 
POst-MOdErNIstIčKA PArAdIGMA POstALA 
PrIhvAtLJIvA I KULtUrNOJ ELItI.”
(sANJA IvEKOvIć U rAZGOvOrU s ANtONIJOM 
MAJAčA, OBJAvLJENO U: The CoLLeCTIon 
BooK, thYssEN-BOrNEMsIZA Art cONtEMPO-
rArY, vIENNA, 2008.)
as the “new artistic practice.” From 1969 onwards, the student 
centre Gallery in Zagreb was organizing exhibitions of artists who 
would soon become protagonists of this new movement; it was 
also playing with the new models and exhibition formats; Zagreb’s 
Gallery (today’s Museum) of contemporary Art organized first 
exhibitions/interventions in public space, one of which, with a 
hippie-like title gulliver in Wonderland, took place in the city park 
of Karlovac. the exhibition Possibilities for ’71 included spatial 
artistic interventions in the heart of Zagreb, and somewhat later, 
Belgrade’s sKc Gallery launched its progressive programme of the 
yearly festival April encounters. the only thing that spoiled the fun, 
as it is often the case with contemporary art, was the question of 
its “real impact” (whatever that meant) and its “real” possibilities of 
leaving its narrowly limited, intellectualist and elitist field.41
this question is still hitting the core of the matter today when, 
against the will of the free market and cultural industry, there none-
theless exist various models that seek to address it, and that again 
mostly take place within the institutions themselves (the latest 
example being the idea of a “relational institution”). does contem-
porary art really produce structures that are closer to “reservations 
of resistance”, than to “temporary autonomous zones”? Unlike 
the latter, the notion of the “reservation” entails a safe place within  
which criticism clashes against its own white walls and comes 
back, like an old blunt boomerang, to its starting point. 
-
“NEW Art PrActIcE, As crItIcs cALLEd thE 
Art thAt WAs MAdE IN thE 70’s IN YUGO-
sLAvIA, WAs MOstLY GOING ON IN GALLErIEs 
thAt WErE PArt OF stUdENt cULtUrAL cEN-
trEs, BUt OccAsIONALLY ALsO IN cErtAIN 
stAtE GALLErIEs WhIch PrEsENtEd IN thEIr 
PrOGrAMMEs thE LOcAL ANd INtErNAtIONAL 
AvANt-GArdE scENE ANd WhIch hAd GrEAt 
PrEstIGE (thE GALLErY OF cONtEMPO-
rArY Art IN ZAGrEB). sO ALthOUGh thIs 
PrActIcE WAs MArGINALIsEd ON ONE hANd 
(“stUdENt cULtUrAL cENtrEs” hAd thE rOLE 
OF PLAcEs WhErE “ALtErNAtIvE ActIvItY” 
WAs PrActIcEd), It cANNOt BE dEFINEd As 
dIssIdENt, BEcAUsE It WAs sUPPOrtEd 
(ANd FINANcEd) BY Art INstItUtIONs ANd A 
cErtAIN NUMBEr OF “PrOGrEssIvE” crItIcs 
ANd INtELLEctUALs, sOME OF WhOM WErE 
stILL INFLUENtIAL MEMBErs OF thE cOM-
MUNIst PArtY ANd hAd strONG POLItIcAL 
POsItIONs IN Art INstItUtIONs ANd GOvErN-
MENt BOdIEs. NOr dId thE ArtIsts POsItION 
thEMsELvEs As dIssIdENts. thEIr crItIQUE 
WAsN’t A “strUGGLE AGAINst dArK cOM-
MUNIst tOtALItArIANIsM”, thEY WErE MOrE 
INcLINEd tO sEE thEIr PrActIcE As thE 
crItIQUE OF A BUrEAUcrAtIc GOvErNMENt 
WhIch WANtEd tO MAINtAIN thE stAtUs 
QUO At ALL cOsts. sO ONE cAN rIGhtFULLY 
sAY thAt thOsE WhO WErE ActIvE ON thE 
cOUNtEr-cULtUrAL scENE At thE tIME 
tOOK thE sOcIALIst PrOJEct FAr MOrE 
sErIOUsLY thAN thE cYNIcAL GOvErNING 
POLItIcAL ELItE. YOUNG cULtUrAL WOrKErs 
WhO WrOtE FOr thE sOcIALIst YOUth 
PrEss dEMANdEd “PErMANENt rEvOLUtION” 
ANd cONcEPtUAL ArtIsts AsKEd, IN sOME 
OF thEIr MANIFEstOEs, FOr AN AdEQUAtE 
“rEvOLUtIONArY Art FOr A rEvOLUtION-
ArY sOcIEtY”. “NEW Art PrActIcE” (WhIch I 
ALsO PArtIcIPAtEd IN) WAs rEALLY “NEW”, IN 
thAt It POsEd FOr thE FIrst tIME rAdIcAL 
QUEstIONs ABOUt thE NAtUrE ANd FUNc-
tION OF Art ItsELF, ABOUt thE “AUtONOMY” 
OF thE GALLErY-MUsEUM cONtExt, ABOUt 
thE INFLUENcE OF MArKEt LOGIc ON thE 
PrOdUctION OF thE Art WOrK, Etc. It’s 
trUE thAt ALL OF thIs WAs ON WEstErN 
ArtIsts’ AGENdAs, BUt It sEEMEd tO Us 
thAt thE IdEA OF thE dEMAtErIALIsAtION OF 
thE Art WOrK ANd GENErALLY OF AN Art 
WhIch LEAvEs thE INstItUtIONs ANd cOM-
MUNIcAtEs WIth “thE PEOPLE” WAs MUch 
cLOsEr tO A sOcIALIst IdEA OF sOcIEtY. thE 
PArAdOx Is thAt WE As ArtIsts hAd sErI-
OUs INtENtIONs OF “dEMOcrAtIsING Art”, 
BUt thE ArtIstIc LANGUAGE thAt WE WErE 
UsING WAs sO rAdIcALLY NEW, thAt OUr 
AUdIENcE WAs rEALLY LIMItEd. FILM WAs, OF 
cOUrsE, ALWAYs MOrE dANGErOUs FOr thE 
rEGIME, BEcAUsE It hAd A MAss AUdIENcE. 
thE FIErcE crItIQUE OF sOcIEtY thAt thE 
YUGOsLAvIAN “BLAcK WAvE” dIrEctOrs Ar-
tIcULAtEd As EArLY As thE 60’s, cErtAINLY 
LEFt A dEEP trAcE ON OUr GENErAtION, BUt 
At thE tIME WhEN WE stArtEd WOrKING, 
MANY OF thEM (PAvLOvIć, MAKAvEJEv) hAd 
ALrEAdY BEEN “rEMOvEd” FrOM thE scENE. 
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Smrt umjetnosti, živjela umjetnost!
ranih 70-ih, naročito u Jugoslaviji, gdje ne postoje umjetničke 
prakse koje bi bile političke u onom strogom smislu zagova-
ranja specifičnih ciljeva društvenog aktivizma, to pitanje ima 
možda još i veću težinu. Unatoč vrlo jasnom i kritičkom propi-
tivanju konkretnih društveno-političkih fenomena i „atmosfere” 
društva u radovima rijetkih umjetnika/ca, poput sanje Iveković 
(u lokalnom kontekstu jedinstvenoj, feministički artikuliranoj 
problematizaciji ženskog subjekta socijalizma); zatim povre-
meno u zaigrano-poetično-anarhoidnim radovima pripadnika 
Grupe šestorice autora42; u radu tomislava Gotovca, Marine 
Abramović, itd. – velik dio „nove umjetničke prakse” u Jugo-
slaviji se, kao i na Zapadu, bavi, prvenstveno samom sobom i 
potragom za samom sobom kao i potragom za nekim „autono-
minim” nekontaminiranim prostorom (u kojem, međutim, govor 
i poruke odjekuju u praznini). Njezin najveći neprijatelj nisu ni 
država, ni nepravda, ni kapitalizam, ni komunizam, nego – neka 
druga umjetnost (primjerice okoštale modernističke forme 
i modeli stvaranja umjetnosti) ili, u radikaliziranoj varijanti – 
umjetnost sama (pri čemu se umjetnost bori da napusti i razbije 
okvire umjetnosti i „postane” nešto drugo.  simptomatičan je 
primjer novosadske grupe KÔd, jedne od rijetkih umjetničkih 
inicijativa koja je zbog djelovanja bila privedena policiji – a 
događaj privođenja organima reda često se interpretira kao 
dokaz provokativnosti za režim. Međutim, prema svjedočenju 
WhAt WAs chArActErIstIc OF cONcEPtUAL 
Art IN thE 70’s IN sOcIALIst YUGOsLAvIA WAs 
thAt Its crItIQUE rEFErrEd ExcLUsIvELY 
tO thE “Art sYstEM”. thIs “INstItUtIONAL 
crItIQUE” PLAYEd AN ExtrEMELY IMPOrtANt 
rOLE IN dEstrOYING thE MOdErNIst PArA-
dIGM WhIch WAs strONGLY chArActErIstIc 
OF OFFIcIAL stAtE Art, BUt thE QUEstION 
Is WhEthEr WE cAN EQUAtE It WIth thE 
ActIvIst Art PrActIcE WhIch APPEArEd IN 
thE WEst As PArt OF thE cIvIL rIGhts MOvE-
MENt OF thE 60’s. hErE, thE rOOts OF thE 
cIvIL rIGhts MOvEMENt ArE vIsIBLE IN thE 
80’s, IN thE “dEcAdENt” PhAsE OF sOcIALIsM, 
BUt IN vIsUAL Art, IssUEs sUch As WOMEN’s 
rIGhts, sExIsM, hOMOPhOBIA, POvErtY, 
chAUvINIsM, NAtIONALIsM, PrIvAtIsAtION, 
Etc. APPEArEd ONLY LAtEr, IN thE 90’s, IN 
dEMOcrAcY, WhEN NEW chANNELs FOr thE 
PrOdUctION ANd dIstrIBUtION OF crItIcAL 
PrActIcE OPENEd UP ANd WhEN thE POst-
MOdErNIst PArAdIGM BEcAME AccEPtABLE 
tO thE cULtUrAL ELItE As WELL. 
WhAt I WANt tO EMPhAsIZE hErE Is thAt WE 
hAvE tO dIFFErENtIAtE BEtWEEN ActIvIst 
ANd POLItIcAL Art. thE dIFFErENcE IsN’t 
IN thE cONtENt, IN thE sUBJEct thAt thE 
WOrK dEALs WIth, BUt IN thE MEthOdOL-
OGY, thE FOrMAL strAtEGY, ANd thE 
ActIvIst GOAL.” 
(sANJA IvEKOvIć IN cONvErsAtION WIth 
ANtONIA MAJAčA, PUBLIshEd IN: The CoL-
LeCTIon BooK, thYssEN-BOrNEMsIZA Art 
cONtEMPOrArY, vIENNA, 2008.)
jednog od njenih članova, grupa KÔd na policiji ne završava 
izravnom intervencijom vlasti (dakle, prepoznavanjem njihova 
djelovanja od vlasti kao subverzivnog), nego upravo interven-
cijom njihovih starijih kolega umjetnika, koji su osjećali da nove 
generacije ugrožavaju njihov prostor djelovanja: „U stvari, nas 
nije interesovala politika, nismo imali iluzija da delujemo u tom 
smislu, mi smo samo hteli da živimo umetnost. Političarima to i 
nije toliko smetalo, imali su važnija posla, međutim, reakcionar-
ni umetnički sloj nas je mrzeo. ti umetnici su nas opanjkavali 
kod političara i policije, a ovi su posle obavili posao, pošto jako 
vole da pokažu moć, u fazonu samo kaži koga. I tako su ovi 
tradicionalisti uspeli da nas kao opasne konkurente eliminišu iz 
igre, ili bar prividno i samo privremeno da nas eliminišu.”44
uvijek izmiče, to je konstanta45
Što umjetnost zna i može i kojim jezikom govori? danas ili prije 
40 godina? Možemo li u našem današnjem „stanju spama” na 
tren zašutjeti, biti tihi i reflektirati o sadašnjosti bez cinizma ili 
kontemplirati o prošlosti bez nostalgije ili mistifikacije? Kako 
svi mi, umjetnici/e i kulturni radnici/e, u nepreglednoj šumi 
informacija i nezaustavljivu šumu uopće, možemo zaustavi-
ti hiperprodukciju slika, projekata, reprezentacije, brošura i 
kataloga, rekreativne teorije, kustoske retorike, ne donijeti ni 
jednu novu sliku i jedan novi predmet u svijet a ipak govoriti? 
U vremenu marketinških slogana kamo uteći? sempliranje 
Art is dead, long live art!
In the early 70s, especially in Yugoslavia, which lacked arti-
stic practices that were political in that strict sense of endor-
sing some specific goal of social activism, the question had 
even more relevance. despite the perfectly clear and critical 
investigation of actual socio-political phenomena and the 
social “atmosphere”, present in the work of some rare artists 
such as sanja Iveković (whose feminist articulation of the 
female subject in socialism was unique in the local context), 
occasionally in the playfully/poetically anarchoid work of 
the Group of six Artists,42 as well as in the work of tomislav 
Gotovac, Marina Abramović, etc. – most of the “new artistic 
practice” in Yugoslavia, same as in the West, was engaged 
primarily with itself, with the quest for its own identity and 
for some “autonomous”, uncontaminated space (in which, 
however, speech and messages were resounding in the 
void). Its greatest enemy was neither the state nor injustice, 
neither capitalism nor communism, but – another type of art 
(for example, the petrified modernist forms and models of 
creating art) or, in its more radical version, Art itself (whereby 
art sought to abandon and break the framework of art and 
“become” something else)43. A symptomatic example is the 
KÔd group from Novi sad, one of the few artistic initiatives 
that were arrested because of their activity – and the event 
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informacija, razasutih sjećanja, u prolazu istrgnutih rečenica, 
koje je izgovorio netko tko ih se više ne sjeća... da li je u 
trenutku kada svi govore moguće šutjeti i reflektirati prošlost 
i sadašnjost, a bez potrebe da zaplačemo? Mogu li odusta-
janje, izmještanje i nevidljivost biti subverzivni u vremenu 
hiperprodukcije? Kako biti prisutan u odsudnosti i govoriti 
bez glasa, u pasivnosti bez rezignacije?
Možda je, međutim, izlaz iz pitanja koja se uvijek iznova 
vraćaju na početak u napuštanju samih pitanja, odno-
sno postavljanju drugih. Ili barem, ponovno, u napuštanju 
dihotomija pitanja i odgovora, misli i djelovanja, uzroka 
i posljedica, otpora i njegove amortizacije, institucije i 
umjetnosti, aktivizma i umjetnosti, elitizma i populizma itd. U 
pritisku razuma koji nas stalno iznova ipak vraća dihotomi-
jama, možda je zaista oslobađajuće obratiti se „istini”, tom 
zastarjelom pojmu kojega se postmoderna misao, navikla 
na cinizam, grozi. U svom predavanju “Petnaest postulata o 
suvremenoj umjetnosti46 (zanimljivo je ovdje i odvažavanje da 
se napiše svojevrsni manifest suvremene umjetnosti) Alain 
Badiou umjetnost definira kao „proizvodnju” i „proces” istine: 
umjetnost ne može biti samo iskaz partikularnosti (etničke ili 
osobne). umjetnost je ne-osobna proizvodnja istine koja je 
upućena svima (...)umjetnost je proces istine, a ta je istina 
uvijek istina senzibilnog ili senzualnog. To znači: transfor-
of police intervention is often interpreted as an evidence of the 
provocativeness to the regime. however, according to one of its 
members, KÔd did not end up in court by a direct intervention 
of  the authorities (which would imply that their activity was re-
cognized as subversive by the regime), but by the intervention of 
their senior colleagues, artists who felt that the new generations 
were threatening to take over their territory: “In fact, we were 
not interested in politics, we had no illusions of doing something 
in that direction; we only wanted to live our art. the politicians 
didn’t care that much about it, they had better things to do, but 
the class of reactionary artists hated us. they were slandering 
us with the politicians and the police, which eventually did the 
job, since they loved demonstrating their power, in terms of “just 
point your finger and we’ll take care of it”. And so those traditi-
onalists managed to eliminate us as dangerous competition, or 
they eliminated us at least apparently and only temporarily.”44
it always slips away, that is a constant45
What does art know and what can it do, what language does it 
speak? today and forty years ago? can we, in our present “spam 
condition” shut up for a moment, remain silent and reflect upon 
the present without cynicism or concern, or contemplate the past 
without nostalgia or mystification? how can we, artists and cultural 
workers, ever halt the hyperproduction of images, projects, repre-
sentations, brochures and catalogues, recreational theory, and 
curatorial rhetoric in this vast forest of information and incessant 
noise, how can we not be bringing any new image or object into 
the world and still dare speak? Where to take refuge in the era of 
marketing slogans? sampling of information, of scattered memo-
ries, sentences torn out in passing, uttered by someone who no 
longer remembers them... can we remain silent and reflect upon 
the past and present at the time when everyone is talking, and 
resist the urge to cry? can withdrawal, dislocation, and invisibility 
be subversive in the times of hyperproduction? how can we be 
present in absence and speak without voice, remain in passivity 
without resignation?
Perhaps, however, the way out of these questions that keep 
returning to the starting point might be in abandoning the que-
stions as such, or rather in raising other questions. Or at least in 
abandoning, again, the dichotomies of questions and answers, 
thought and action, causes and consequences, resistance and 
its amortization, institution and art, activism and art, elitism 
and populism, etc. Under the pressure of reason, which always 
forces us back to these dichotomies, it may be liberating to turn 
to the “truth”, that outdated notion abhorred by postmodern 
thinking, used to cynicism. In his “Fifteen theses on contempo-
rary Art”46 (what is interesting here is also the audacity to offer a 




tAdA sE POvLAčItE sA scENE, NE OBJAvLJUJEtE NIŠtA. PrvU KNJIGU OBJAvILI 
stE tEK 1995. KOJI JE BIO rAZLOG tOG BIJEGA Od JAvNOstI?
– rAZLOG JE BIO vELIKO rAZOčArENJE ZBOG ONOGA ŠtO sE dOGOdILO 
POčEtKOM sEdAMdEsEtIh. vELIKE ILUZIJE sU sE sKrŠILE. tA IdEJA dA JE žIvOt 
JEdNAKO UMEtNOst JE dEFINItIvNO PrOPALA. NIsAM žELEO dA sE BAvIM 
strAtEGIJAMA U BILO KOM sMIsLU, tJ. POLItIKOM. POčEO sAM dA sUMNJAM U 
tO ŠtO sMO rAdILI I ONdA sAM, JEdNOstAvNO, PrEstAO. 
JAdrAN BOBAN, KrALJ ŠUME U trANsU rOcK’N’rOLLA - rAZGOvOr sA sLOBO-
dANOM tIŠMOM, ZArEZ, BrOJ 146, 2005.)
-
1969. AMErIčKI UMJEtNIK dOUGLAs hUEBLEr ZABILJEžIO JE rEčENIcU KOJA 
JE NAKNAdNO NEBrOJENO PUtA cItIrANA: “svIJEt JE PUN PrEdMEtA, MANJE 
ILI vIŠE ZANIMLJIvIh. JA NE žELIM dOdAvAtI NOvE.” tAJ JE UMJEtNIK, KOJI JE 
GOdINU dANA rANIJE U POtPUNOstI OdBAcIO sLIKANJE I sKULPtUrU, OdLUčIO 
OrGANIZIrAtI svOJ rAd OKO trI OsI: vrIJEME (rAdOvI trAJANJA), MJEstO 
(rAdOvI LOKAcIJE), I PrEsJEK tIh dvAJU PArAMEtArA (rAdOvI vArIJABLE). U 
sPOMENUtOJ ANtOLOGIJsKOJ IZJAvI hUEBLEr JE sAžEO trENUtAK vrhUNAcA 
KrIZE AUtOrItEtA I KrIZE INstItUcIJA. NA ZAPAdU svIJEt UMJEtNOstI U tO 
vrIJEME PrEdstAvLJA OdrAZ KAPItALIstIčKE KOMOdIFIKAcIJE, EKsPLOZIJE 
MAsOvNIh MEdIJA, IdEOLOŠKOG držAvNOG APArAtA I ZAsIćENOstI sLIKAMA - 
drUŠtvA U KOJEM JE, KAO ŠtO JE tIh GOdINA ZAKLJUčIO GUY dEBOrd, svE ŠtO 
JE NEKAd BILO žIvLJENO sAdA  POstALO tEK rEPrEZENtAcIJOM. UMJEtNOst 
JE trEBALA UstUPItI MJEstO žIvOtU, POstAtI žIvOt sAM. žIvOt UMJEt-
NOstI. UMJEtNOst žIvOtA. “UMJEtNOst NE POstOJI, UMJEtNOst sI tI”, KAžE 
sItUAcIONIstIčKI sLOGAN. 
- 
“žELIM OdMOrItI sEBE Od rAdA, sEBE Od sEBE, drUŠtvO Od sEBE, drUŠtvO Od 
UMJEtNOstI, žELIM dA sE UMJEtNOst OdMOrI Od UMJEtNOstI.”  (IGOr GrUBIć)
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macija senzibilnog u događaj Ideje. Jedino pravilo kojim 
određuje taj „proces istine” jest postavka o ne-imperijalnoj 
umjetnosti; forme u kojima se ona može ostvariti neogra-
ničene su; međutim: ne-imperijalna umjetnost mora biti 
rigorozna poput matematičkog dokazivanja, iznenađujuća 
poput zasjede u mraku, te uzdignuta poput zvijezde. tako-
đer, ona ima smisla jedino ako čini vidljivim ono što Imperij 
ne vidi ili ne želi vidjeti: bolje je ne činiti ništa nego doprinijeti 
stvaranju formalnih načina vizualizacije onoga što Imperij 
već prepoznaje kao postojeće. Ovaj postulat, tako suprotan 
prevladavajućoj pragmatičarskoj maksimi „bolje išta, nego 
ništa”, možda je i najteže prihvatiti. Međutim, budući da je 
svjestan svoje moći da kontrolira čitavu domenu vidljivog i 
slušljivog putem zakona koji reguliraju komercijalnu cirkulaci-
ju i demokratsku komunikaciju, Imperij više ništa ne cenzuri-
ra. Sva umjetnost, sva misao, uništena je onog trenutka kad 
prihvatimo ovu dozvolu da konzumiramo, komuniciramo i 
uživamo. Moramo postati bešćutni cenzori samih sebe. 
Marginalizirana u suvremenom teorijskom diskursu, istina je 
istovremeno jedan od najčešće upotrebljavanih i zloupotre-
bljavanih pojmova u javnom prostoru bivših jugoslaovenskih 
zemalja. različite političke struje i različiti akteri javnog 
života svakodnevno zazivaju istinu ili prijete trenutkom kada 
će istina konačno izići na vidjelo: istina o drugom svjetskom 
ratu, istina o domovinskom ratu, istina o ratnim zločini-
ma, istina o žrtvama kojima dugujemo istinu. sve te istine 
sukobljavaju se u prostoru koji im omogućava potencijalno 
stupanje u povijesne narative, u školske historijske udžbenike 
“production” and “process” of truth: Art cannot merely be the 
expression of a particularity (be it ethnic or personal). Art is the 
impersonal production of a truth that is addressed to everyone 
(...) Art is the process of a truth, and this truth is always the truth 
of the sensible or sensual, the sensible as sensible. This means: 
the transformation of the sensible into a happening of the Idea. 
the only rule that governs that “process of a truth” is the premise 
of non-imperial art; the forms though which it can be realized are 
limitless, yet: non-imperial art must be as rigorous as a mathe-
matical demonstration, as surprising as an ambush in the night, 
and as elevated as a star. Besides, it makes sense only if it ma-
kes visible what the Empire does not see or refuses to see: It is 
better to do nothing than to contribute to the invention of formal 
ways of rendering visible that which empire already recognizes 
as existent. this postulate, so radically in opposition to the preva-
iling pragmatics’ maxim “better anything than nothing,” may be 
the hardest one to accept. however, Since it is sure of its ability 
to control the entire domain of the visible and the audible via the 
laws governing commercial circulation and democratic com-
munication, empire no longer censures anything. All art, and all 
thought, is ruined when we accept this permission to consume, 
to communicate and to enjoy. We should become the pitiless 
censors of ourselves. 
-
vArijAble o iSTiNi   
-  
"s OBZIrOM NA rEtrOsPEKtIvNE rEKON-
strUKcIJE [1968-E] KOJE, čINI sE, PrOIZLAZE IZ 
NErEALNOG PrOMIŠLJANJA (PrOMIŠLJANJA NE 
NA tEMELJU ONOGA ŠtO sE ZAIstA dOGOdILO, 
NEGO ONOGA KAKO BI BILO POžELJNO dA sE 
dOGOdILO) - POPUt PrIMJErIcE, rAZMIŠLJANJA 
cArLOsA FUENtEsA - I KOJE POvEZUJU 
FrANcUsKI svIBANJ s PrAŠKIM PrOLJEćEM 
I JUžNOAMErIčKIM POBUNAMA, ZAKLJUčIO 
BIh KONstAtAcIJOM dA JE NUžNO vrAtItI 
sE IZNOvA NA NEUGOdNE I KONtrAdIKtOrNE 
tEMELJNE čNJENIcE tE hIstOrIJsKE ErE, KOJA 
JE IstOvrEMENO tOLIKO BLIZU I tOLIKO dALEKO 
Od sAdAŠNJOstI, dA JU NIJE MOGUćE shvAtItI 
JEdNOstAvNIM shEMAMA ILI ULJEPŠANIM LEGEN-
dAMA POPUt BANALNIh PrIčA O EPOPEJI, čEžNJI 
I IMAGINAcIJI. 
JUžNOAMErIčKA strANA tE POvIJEstI 
UKLJUčUJE vELIKU KOLIčINU PrOLIvENE KrvI I 
vELIK BrOJ POGINULIh. IZ POŠtOvANJA PrEMA 
NJIMA I IstINI, MI IMAMO OdGOvOrNOst BItI 
svJEdOcIMA I tUMAčIMA dOBA KOJE tEK trEBA 
BItI IstrAžENO, PrOMIŠLJENO, tE KOJE NIJE 
NIPOŠtO dO KrAJA rAZOtKrILO svE svOJE 
ENIGME." 




«JEr svAKI NArAŠtAJ, AKO JE IstINsKI 
rEvOLUcIONArAN, NOsI sA sOBOM IstINU 
O POvIJEsNOM trENUtKU U KOJEM sE 
NALAZI, KAO I MOGUćNOst OstvArIvANJA 
NOvOG drUŠtvENOG OdNOsA, ALI svAKI 
tAKAv NArAŠtAJ, PO NEKAKvOM UsUdU 
POvIJEsNOM, PrAtI OPIJENOst vLAstI-
tOM IstINOM I POtPUNO NEdIJALEKtIčKA 
svIJEst KOJA JE NEsPOsOBNA NOvOOstvA-
rENI drUŠtvENI OdNOs PrOBLEMAtIZIrAtI 
OdrEđUJUćI MU sMIsAO I dOMEt NJEGOvA 
hUMANItEtA.» (drAžEN BUdIŠA, stUdENtsKI 
LIst, 28. rUJNA, 1971, cItIrANO U: tIhOMIr 
PONOŠ, NA rUBU rEvOLUcIJE. stUdENtI ’71., 
PrOFIL, 2007.
-
"PUtAr JE ZNAO OPIsAtI OsJEćAJ OdsUtNOG 
žIvOtA, OsJEćAJ KOJI NIJE LAKO dEFINIrAtI. 
sLUŠAJUćI GA čINILO MI sE dA UPOZNAJEM 
IstINU. BILA JE rAZLIčItA Od IstINA dO 
KOJIh dOLAZIMO PrOMAtrANJEM PrIrOdE 
I PrEdMEtA KOJI NAs OKrUžUJU. PUtAr sE 
NIJE rAZMEtAO, GOvOrIO JE KrAJNJE sUs-
PrEGNUtO." (JOsIP vANIŠtA O rAdOsLAvU 
PUtArU, cItIrANO U: MArIJA GAttIN (Ur.), 
GOrGONA, MsU, 2002.
-
PoSSible vAriAbleS of WiThdrAWAl
-
you Then WIThDReW FRoM The SCene, you DIDn’T PuBLISh AnyThIng unTIL 
1995. WhAT WAS The ReASon FoR SuCh eSCAPe FRoM PuBLIC LIFe?
- thE rEAsON cONsIstEd IN A GrEAt dIsENchANtMENt WIth rEGArds tO WhAt 
hAPPENEd IN thE EArLY sEvENtIEs. thE GrEAt ILLUsIONs WErE crUshEd. thE 
IdEA thAt LIFE EQUALs Art WAs dEFINItELY dEAd. I dIdN’ WANt tO dEAL IN ANY 
WAY WIth strAtEGIEs, IE. POLItIcs. I stArtEd tO dOUBt EvErYthING WE dId 
ANd thEN I sIMPLY QUIt.
JAdrAN BOBAN, “KrALJ ŠUME U trANsU rOcK’N’rOLLA - rAZGOvOr sA sLOBO-
dANOM tIŠMOM” (KING OF thE FOrEst IN A rOcK'N'rOLL trANcE – INtErvIEW 
WIth sLOBOdAN tIŠMA), ZArEZ, BrOJ 146, 2005.)
-
 IN 1969 thE Us ArtIst dOUGLAs hUEBLEr WrOtE A stAtEMENt thAt hAs sINcE 
BEEN QUOtEd MANY tIMEs: “thE WOrLd Is FULL OF OBJEcts, MOrE Or LEss 
INtErEstING; I dO NOt WIsh tO Add ANY MOrE.”
thIs ArtIst, WhO A YEAr BEFOrE FULLY rEJEctEd PAINtING ANd scULPtUrE, 
dEcIdEd tO OrGANIZE hIs WOrK ArOUNd thrEE AxEs: tIME (dUrAtION PIEcEs), 
PLAcE (LOcAtION PIEcEs) ANd thE OvErLAPPING OF thOsE tWO ELEMENts 
(vArIABLE PIEcEs). IN thE AFOrEMENtIONEd rEKNOWNEd stAtEMENt hUEBLEr 
cONdENsEd thE PEAK MOMENt OF crIsIs OF AUthOrItY ANd crIsIs OF 
INstItUtIONs. IN thE WEst, thE WOrLd OF Art At thE tIME Is A rEFLEctION 
OF cAPItALIst cOMMOdIFIcAtION, ExPLOsION OF MAss MEdIA, IdEOLOGY OF 
stAtE BUrEAUcrAcY ANd thE sAtUrAtION WIth IMAGEs – A sOcIEtY IN WhIch, 
As GUY dEBOrd cONcLUdEd, ALL thAt ONcE hAd BEEN LIvEd WAs NOW MErE 
rEPrEsENtAtION. Art shOULd hAvE rEcEdEd IN FrON OF LIFE, It shOULd hAvE 
BEcOME LIFE ItsELF. LIFE OF Art. Art OF LIFE. “Art dOEs NOt ExIst, YOU ArE 
Art", sAYs A sItUAtIONIst sLOGAN.
-
“I WANt tO rEst MYsELF FrOM WOrK, MYsELF FrOM MYsELF, sOcIEtY FrOM MY-
sELF, sOcIEtY FrOM Art, I WANt Art tO tAKE A rEst FrOM Art" (IGOr GrUBIć)
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eventualnog pronalaska je neupitna i daje smisao samoj potra-
zi. Kako, dakle, ustrajati u umjetnosti, samom „procesu istine”, 
a istovremeno provoditi bešćutnu autocenzuru? 
to je svakako pitanje. Međutim, ne treba očajavati. Baš kao i 
Gorgonino Kolektivno djelo, koje se trudi, iako nikad do kraja 
ne uspijeva, zablistati u punom sjaju u malom Širinu salonu, 
možda tako i Umjetnost, poput sizifa koji gura kamen, trebamo 
zamisliti kao sretnu.
koji se iz godine u godinu mijenjaju, pokazajući da je, ne samo 
povijest suvremene umjetnosti, nego i političku i društvenu po-
vijest na prostorima bivše Jugoslavije, još uvijek moguće pisati 
tek kao “nemoguću povijest”47. A jednako tako i čitati. 
Ako se, međutim, vratimo u zamišljeno polje umjetnosti te 
pretpostavimo da je istina koju ona proizvodi i o kojoj govori 
Badiou, potraga za znanjem i značenjem koje nadmašuje raci-
onalno utvrđivanje i baratanje činjenicama, istina postaje terito-
rijem kojega nastanjuju ili prema kojem pokušavaju uputiti i svi 
ostali pojmovi, poput „blaga”, „tajne”, „obećanja” ili „slobode”, 
provučenih kroz ovaj tekst kako bi označili prije svega proces 
traganja za onim što je neuhvatljivo, no dragocjenost njegova 
-
drAGA BrAćO I sEstrE,
drAGI NEPrIJAtELJI I PrIJAtELJI, 
ZAŠtO sMO tAKO sAMI OvdJE? svE ŠtO trEBAMO 
JE MALO vIŠE NAdE, MALO vIŠE rAdOstI. svE 
ŠtO trEBAMO JE MALO vIŠE svJEtLA, MALO 
MANJE tEžINE, MALO vIŠE sLOBOdE. KAd BIsMO BILI 
vOJsKA, I KAdA BIsMO vJErOvALI dA sMO vOJsKA. A 
MI sMO vJErOvALI dA sU svI PrEPLAŠENI KAO MALA 
IZGUBLJENA dJEcA U OdJEćI I POZAMA OdrAsLIh. 
I tAKO sMO OvdJE ZAvrŠILI sAMI, PLUtAJUćI KrOZ 
dUGE, PrOtrAćENE dANE, ILI vELIKE MUKE. dOK 
sE svE čINILO KrIvIM. dOBrE rIJEčI, JAKE rIJEčI, 
rIJEčI KOJE sU MOGLE POMAKNUtI PLANINE. rIJEčI 
KOJE NIKAd NItKO NIJE IZGOvOrIO. svI sMO čEKALI 
tE rIJEčI A NItKO Ih NIJE IZrEKAO. I tAKtIKE NIsU 
NIKAd NIsU sMIŠLJENE. I PLANOvI NIKAd NIsU 
MAPIrANI. I svI sMO NAUčILI NE vJErOvAtI. I čUdNA 
sU sAMOtNA čUdOvIŠtA tUMArALA BrJEGOvIMA 
PItAJUćI sE: ZAŠtO? I NAJBOLJE JE NIKAd BAŠ NIKAd 
NIKAd NIKAd NIKAd NIKAd NIKAd NIKAd NIKAd NIKAd 
NIKAd NE PItAtI sE ZAŠtO. ZAtO NAs OMOtAJtE 
Marginalized in contemporary theoretical discourse, truth is at 
the same time one of the most used and exploited concepts in 
the public sphere of ex-Yugoslav countries. different political 
fractions and various protagonists of public life are constantly 
calling for or threatening with the moment when truth will see 
the light of day: the truth about World War II, the truth about 
the homeland War, the truth about the victims that we owe 
the truth to. All these truths collide in the space which enables 
them a potential entry into historical narratives, into the history 
schoolbooks which keep changing on a yearly basis, revealing 
that not only the history of comtemporary art of the ex-Yu-
goslav region, but also its political and social history, can still 
be written only as the “impossible history”47. And also read as 
such.
If we, however, return to the imagined sphere of art and suppo-
se that the truth it produces, and to which Badiou is referring 
to, is a quest for knowledge beyond the rational aquirement 
and manipulation of facts, the truth becomes a territory inha-
bited by or indicated by all other concepts, such as “treasure”, 
“secret”, “promise”, or “freedom”, all woven through this text in 
order to mark primarily a process of searching for that which 
is evasive but the preciousness of the prospect of finding it is 
unquestionable and makes the quest itself meaningful.
how should one, therefore, persist in art, the very “process of 
truth” and at the same time perform pitiless self-censorship? 
this certainly remains a question. however, one need not des-
-
"NO čItAtELJ JE rAdIJE čItAO. KAKO JE sAM rEKAO, 
čItAO JE KAKO BI PrEOBrAZIO svOJ žIvOt tE JE svOJ 
žIvOt KOrIstIO KAO čItALAčKO ŠtIvO. ONAJ KOJI čItA, 
MIsLIO JE ON, NAstANJUJE PrOstOr IZMEđU sEBE I ONO-
GA ŠtO čItA. tAJ PrOstOr NIJE IsPUNJEN tEK ZrAKOM, 
tO sU PrOstrANstvA U KOJIMA JE MIstErIJA sAdržANA 
U ONOM vIdLJIvOM A NE U NEvIdLJIvOM. sAKUPLJAO JE 
FrAGMENtE ONOGA ŠtO JE čItAO, IZvOdEćI s NJIMA 
MAđIONIčArsKE trIKOvE, KAKO BI vAM sE UčINILO dA 
vIdItE NEŠtO ŠtO NIJE BILO PrEdvIđENO. NJEGOvE sU 
čItALAčKE OčI IZMIŠLJALE NOvE stvArI…"
dIrK vAN WEELdErNA: “A dIFFErENt KINd OF NEvEr-
NEvEr-LANd”, F.r.dAvId , 2008.) 
- O, OMOtAJtE NAs žArKO crvENIM vrPcAMA! 
OrGANIZIrAJMO PArAdU! tAKO JE dUGO vrEMENA 
PrOŠLO OtKAd sMO IMALI PArAdU I ZAtO OrGA-
NIZIrAJMO sAdA PArAdU! POZOvIMO svE NAŠE 
PrIJAtELJE I svE PrIJAtELJE NAŠIh PrIJAtELJA! 
hOdAJMO BULEvArIMA s GOLEMIM PONOsOM I 
svJEtLOM U OčIMA: dvANAEst stOPA vIsOKI I  
ZAdIvLJUJUćI. BOLEsNI Od rAdOstI s ANđELIMA 
tAMO I svJEtLOM U OčIMA. BrAćO I sEstrE, 
NAdA JOŠ UvIJEK čEKA U KrILIMA KAO OGOrčENA 
UsIdJELIcA. drŠčUćI, NEstrPLJIvA I UsAMLJENA 
čEKA dA POtPALI svOJE vELIčANstvENE vAtrE. tO 
JE ZBOG NAŠIh PLANOvA, čOvJEčE. ZBOG NAŠIh 
PrEKrAsNIh sMIJEŠNIh PLANOvA. LANsIrAJMO Ih 
KAO AvIONE KOJI sE OBrUŠAvAJU. strOPOŠtAJMO 
svE svOJE AvIONE U rIJEKU. IZGrAdIMO ZAčUdNE I 
rAdIJANtNE MAŠINE NA OvOM JErIhONU KOJI čEKA 
dA PAdNE.  
BuILT Then BuRnT (huRRAh! huRRAh!), thE sILvEr 





"FINALLY thEN, IN rEGArd OF thE rEtrOsPEctIvE 
rEcONstrUctIONs WhIch sEEM tO GrOW OUt 
OF WIshFUL thINKING – LIKE cArLOs FUENtEs’ – 
ANd rELAtE thE FrENch MAY tO thE sPrING OF 
PrAGUE ANd sOUth AMErIcAN rEBELLIONs, It 
WILL BE NEcEssArY tO rEstOrE thE hArsh ANd 
cONtrAdIctOrY EssENtIALs OF A hIstOrIc ErA, 
At thE sAME tIME NEAr ANd sO dIFFErENt FrOM 
thE PrEsENt, thAt cANNOt BE cONcEIvEd BY 
sIMPLE schEMEs Or OrNAtE LEGENds LIKE thE 
BANAL tALEs ABOUt thE EPOPEYA OF LONGING 
ANd IMAGINAtION.
IN thIs hIstOrY, ON thE sOUth AMErIcAN sIdE, 
thE BLOOd ANd thE dEAd ArE A hEAvY LOAd. OUt 
OF rEsPEct FOr thEM ANd thE trUth WE ArE 
GIvEN thE rEsPONsIBILItY OF BEING WItNEss ANd 
INtErPrEtEr OF AN AGE thAt hAs tO BE INvEstI-
GAtEd, PONdErEd, tOLd, ANd WhIch hAs NOt BY 
FAr rEvEALEd Its ENIGMAs."




«BEcAUsE EvErY GENErAtION, IF It BE trULY 
rEvOLUtIONArY, cArrIEs WIthIN It thE trUth 
ABOUt thE hIstOrIcAL MOMENt IN WhIch It FINds 
ItsELF, As WELL As thE POssIBILItY OF GIvING 
rIsE tO A NEW sOcIAL rELAtION. EAch sUch 
GENErAtION hOWEvEr, dUE tO A cErtAIN ILL FAtE 
OF hIstOrY, Is INFOrMEd BY AN INFAtUAtION WIth 
thEIr OWN trUth ANd A FULLY NON-dIALEctIcAL 
cONscIOUsNEss, UNABLE tO PrOBLEMAtIZE thE 
NEWLY AQUIrEd sOcIAL rELAtION BY dEFINING Its 
MEANING ANd thE OUtrEAch OF Its hUMANItY."
(drAžEN BUdIŠA, stUdENtsKI LIst, 28. rUJNA, 
1971, cItEd IN: tIhOMIr PONOŠ, NA rUBU rEvOLU-
cIJE. stUdENtI ’71. (ON thE vErGE OF rEvOLUtION. 
stUdENts IN 1971), PrOFIL, 2007.
-
"PUtAr KNEW hOW tO dEscrIBE thE FEELING 
OF ABsENt LIFE, A FEELING thAt Is NOt EAsY tO 
dEFINE. WhEN I LIstENEd tO hIM, I sEEMEd tO BE 
KNOWING thE trUth. It WAs dIFFErENt FrOM 
thE trUths WE rEAch BY OBsErvING NAtUrE 
Or thE OBJEcts thAt sUrrOUNd Us. PUtAr dId 
NOt FLAUNt hIs WOrds. hE sPOKE WIth UttEr 
rEstrAINt." (JOsIP vANIŠtA ON rAdOsLAv PUtAr, 
QUOtEd IN: MArIJA GAttIN (Ed.), goRgonA, MsU, 
2008)
-
“BUt thE rEAdEr PrEFErrEd tO rEAd. As hE hIMsELF cLAIMEd hE rEAd tO trANsFOrM hIs LIFE 
ANd UsEd hIs LIFE As A rEAdING MAttEr. hE WhO rEAds, hE thOUGht, Is BEtWEEN hIMsELF ANd 
thAt WhIch Is rEAd. thErE Is NOt ONLY AIr thErE BUt AN ExPANsE OF LANd WhErE NOt thE 
INvIsIBLE, BUt thE vIsIBLE Is thE MIstErY. hE cOLLEctEd FrAGMENts OF WhAt hE rEAd ANd 
INvENtEd cONJUrING-trIcKs WIth thEM, sO thAt YOU sEEMEd tO BE sEEING thINGs WhIch 
WErEN’t INtENdEd. NEW thINGs hE hAd cONJUrEd UP BY rEAdING EYEs...” 
(dIrK vAN WEELdErNA: A dIFFErENt KINd OF NEvEr-NEvEr-LANd, F.r.dAvId, 2008) 
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časopis za suvremena likovna zbivanja
magazine for contemporary visual arts
pair. Just like Gorgona’s collective Work, which tries, but never 
really succeeds, to flash in its full glory in small Šira’s frame shop, 
like sisyphus rolling his stone, perhaps we also have to imagine 
Art happy.
translated from croatian and edited by: marina miladinov, ivana 
bago
-
dEAr BrOthErs ANd sIstErs 
dEAr ENEMIEs ANd FrIENds
WhY ArE WE ALL sO ALONE hErE
ALL WE NEEd Is A LIttLE MOrE hOPE, A LIttLE 
MOrE JOY ALL WE NEEd Is A LIttLE MOrE LIGht, 
A LIttLE LEss WEIGht, A LIttLE MOrE FrEEdOM. 
IF WE WErE AN ArMY, ANd IF WE BELIEvEd thAt 
WE WErE AN ArMY ANd WE BELIEvEd thAt Ev-
ErYONE WAs scArEd LIKE LIttLE LOst chILdrEN 
IN thEIr GrOWN UP cLOthEs ANd POsEs sO 
WE ENdEd UP ALONE hErE FLOAtING thrOUGh 
LONG WAstEd dAYs, Or GrEAt trIBULAtIONs.
WhILE EvErYthING FELt WrONG GOOd WOrds, 
strONG WOrds, WOrds thAt cOULd’vE MOvEd 
MOUNtAINs WOrds thAt NO ONE EvEr sAId WE 
WErE ALL WAItING tO hEAr thOsE WOrds ANd 
NO ONE EvEr sAId thEM ANd thE tActIcs NEvEr 
hAtchEd
ANd thE PLANs WErE NEvEr MAPPEd
ANd WE ALL LEArNEd NOt tO BELIEvE
ANd strANGE LONEsOME MONstErs LOAFEd 
thrOUGh thE hILLs WONdErING WhY
ANd It Is BEst tO NEvEr EvEr EvEr EvEr 
EvEr EvEr EvEr EvEr EvEr EvEr WONdEr WhY 
sO tANGLE - Oh tANGLE Us UP IN BrIGht rEd 
rIBBONs!
LEt’s hAvE A PArAdE
It’s BEEN sO LONG sINcE WE hAd A PArAdE, sO 
LEt’s hAvE A PArAdE!
LEt’s INvItE ALL OUr FrIENds ANd ALL OUr 
FrIENds’ FrIENds! LEt’s PrOMENAdE dOWN thE 
BOULEvArds WIth tErrIFIc PrIdE ANd LIGht IN 
OUr EYEs tWELvE FEEt tALL ANd stAGGErING 
sIcK WIth JOY WIth thE ANGELs thErE ANd LIGht 
IN OUr EYEs BrOthErs ANd sIstErs, hOPE stILL 
WAIts IN thE WINGs LIKE A BIttEr sPINstEr IMPA-
tIENt, LONELY ANd shIvErING, WAItING tO BUILd 
hEr GLOrIOUs FIrEs It’s BEcAUsE OF OUr PLANs 
MAN; OUr BEAUtIFUL rIdIcULOUs PLANs
LEt’s LAUNch thEM LIKE cArEENING JEtPLANEs 
LEt’s crAsh ALL OUr PLANEs IN thE rIvEr LEt’s 
BUILd strANGE ANd rAdIANt MAchINEs At thIs 
JErIchO WAItING tO FALL.
“BUILt thEN BUrNt (hUrrAh! hUrrAh!)”, thE 
sILvEr Mt. ZION MEMOrIAL OrchEstrA & trA-LA-
LA BANd, 2003
_________
1 Wendy brown, „resisting left melancholy“, boundary 2, vol. 26, #3, 1999.
2 for a reference on yugoslav new Wave, see http://en.wikipedia.org/wiki/yugo-
slav_new_Wave. The “new era” was also marked by tito’s death in 1980, followed 
by the period of the so-called “decadent socialism.”
3 note of josip vaništa on post scriptum, a series of six publications launched in 
1989, partly dedicated to the members of gorgona. cited in: branka stipančić, 
“josip vaništa - vrijeme gorgone i postgorgone” [j. v. – The times of gorgona and 
postgorgona], novine galerije nova 2007.
4 “The history of revolutions – from the summer of 1776 in philadelphia and the 
summer of 1789 in paris to the autumn of 1956 in budapest – which politically 
spells out the innermost story of the modern age, could be told in parable form 
as the tale of an age-old treasure which, under the most varied circumstances, 
appears abruptly, unexpectedly, and disappears again, under different mysterious 
conditions, as though it were a fata morgana.” hannah arendt, Between Past and 
Future: Six Exercises in Political Thought (london: penguin books, 2006). p. 4.
5 see ill. 1. it shows a wall sticker found among the programme leaflets of nova 
gallery, after the closing of the exhibition ...What Preceded Red Peristil (curators: 
boris cvjetanović and petar grimani). The stickers contained comments that 
members of ex-red peristyle made while looking at the photographs from the time 
of the group’s activity. The comment by slaven sumić, in which he could not recall 
what one of the photographs was showing, was found on a sticker that was appa-
rently been doubly printed and was not used for the exhibition. Thus it remained 
among the programme leaflets as the “phantom” of the exhibition that sought to 
track the common history of the members of red peristyle before their famous 
action in split in 1968. 
6 rené char, cited in: hannah arendt, op. cit., p. 4.
7 ibid.
8 ibid.
9 a group of artists (its members were visual artists, art critics, and architects josip 
vaništa, julije knifer, radoslav putar, miljenko horvat, ivan kožarić, marijan 
jevšovar, dimitrije bašičević mangelos, and Đuro seder), active in zagreb from 
1959-1966. Their activity may be interpreted today as “proto-conceptual”.
10 title of a song on the album The Pretty Little Lightning Paw (2004) by Thee silver 
mountain reveries.
11 dimitrije bašičević mangelos, “moscow manifesto”, reproduced in: tihomir 
milovac (ur.), The Misfits : conceptualist strategies in Croatian contemporary art, 
(zagreb museum of contemporary art, 2002).
_________
1 Wendy brown, „resisting left melancholy“, boundary 2, vol. 26, #3, 1999.
2 za referenceu o jugoslavenskom pokretu novog vala vidi http://en.wikipedia.org/
wiki/yugoslav_new_Wave. „novo vrijeme” obilježava i 1980. godina, kada umire 
josip broz tito, nakon čega slijedi razdoblje tzv. “dekadentnog socijalizma”.
3 bilješka josipa vanište o post scriptumu, seriji od 6 publikacija započetoj 1989.
godine, čiji dio vaništa posvećuje članovima grupe gorgona. navedeno u: branka 
stipančić, „josip vaništa – vrijeme gorgone i postgorgone“. novine galerije nova, 
2007.
4 „povijest revolucija – od ljeta 1776. u philadelphiji te ljeta 1789. u parizu pa sve 
do jeseni 1956. u budimpešti – kao politički najeksplicitniju priču o modernom 
vremenu, moguće je ispričati u obliku prispodobe o drevnom blagu koje se, uslijed 
najrazličitijih okolnosti, pojavljuje naglo, neočekivano, kako bi zatim iznova nestalo, 
uslijed drugih tajnovitih okolnosti, kao da je riječ o fatamorgani.” hannah arendt, 
Between Past and Future, penguin books, london, 2006. 
5 vidi sl.1. ilustracija predstavlja zidnu naljepnicu pronađenu među programskim 
letcima galerije nova, nakon zatvaranja izložbe ...ono što je prethodilo Crvenom 
Peristilu (kustosi: boris cvjetanović i petar grimani). tekstovi na naljepnicama 
predstavljali su komentare članova nekadašnje skupine crveni peristil na fotografije 
iz vremena djelovanja grupe. komentar slavena sumića u kojem se ne može prisjetiti 
što je prikazano na jednoj od fotografija, pronađen je nakon izložbe na naljepnici 
koja je očito bila dvostruko otisnuta  pa nije iskorištena za izložbu. tako je ostala 
među programskim letcima kao “fantom” izložbe, koja je nastojala trasirati zajednič-
ku povijest članova grupe prije slavne akcije crveni peristil, u splitu 1968.  
6 rené char, navedeno u: hannah arendt, ibid.
7 ibid. 
8 ibid
9 grupa umjetnika (čine ju umjetnici, kritičari i arhitekti josip vaništa, julije 
knifer, radoslav putar, miljenko horvat, ivan kožarić, marijan jevšovar, dimitrije 
bašičević mangelos i Đuro seder) koja djeluje u zagrebu od 1959. do 1966. i čije se 
djelovanje danas može iščitati kao „protokonceptualno”.
10 „more action! less tears!”, naslov pjesme na albumu The Pretty Little Lightning 
Paw (2004.) grupe Thee silver mountain reveries. 
11 dimitrije bašičević mangelos, “moskovski manifest”, reproducirano u: tihomir 
milovac (ur.), Neprilagođeni : konceptualističke strategije u hrvatskoj suvremenoj 
umjetnosti, muzej suvremene umjetnosti, zagreb, 2002.
12 josip vaništa, navedeno u: marija gattin (ur.), gorgona, muzej suvremene umjet-
nosti, zagreb, 2002.
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JOsIP vANIŠtA, ŠeTnjA, 1989.
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JOsIP vANIŠtA, A WALK, 1989
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13 ibid.
14 radoslav putar, navedeno u: ibid.
15 Ništa još nije ovdje ali neki oblik već može da mu odgovara je rad vladimira 
kopicla iz 1973. u kojem, pored naslovne, nailazimo i na sljedeću rečenicu: 
“that is why i am not going to record / to exhibit/ the work of my art so that it 
would be able to become (it). i am going to recode this out of art, yet i did not 
realise what it is”. vidi npr. u dubravka Đurić i miško Šuvaković (ur.), Impossi-
ble Histories. Historical Avant-gardes, Neo-avant-gardes, and Post-avant-gardes 
in Yugoslavia, 1918-1991, str. 232.,The mit press, cambridge, massachussetts, 
london, england.
16 vidi npr. nena dimitrijević, “umjetnost kao oblik postojanja”, u marija 
gattin (ur.). nav.dj.
17 hannah arendt, nav.dj.
18 jean luc-nancy, Being Singular Plural, stanford university press, 2000.
19 strawberry fields forever, The beatles.
20 korčulanska ljetna škola (1964.–1974.) serija je filozofsko-socioloških ljetnih 
seminara na otoku korčuli, koju su osnovali rudi supek i milan kangrga. 
tijekom 10 godina postojanja korčulanska je škola postala mjesto okuplja-
nja najprominentnijih europskih i svjetskih filozofa, sociologa, teoretičara, 
umjetnika.
21 vidi: milan kangrga, „korčulanska ljetna škola”, u: Izvan povijesnog doga-
đanja. Dokumenti jednog vremena, split: feral tribune biblioteka, 1997., str. 
278-294
22 grupa šestorice autora (mladen stilinović, boris demur, vlado martek, 
Željko jerman, sven stilinović, fedor vučemilović) u razdoblju od 1975. do 
1979. realizirala je 21 izložbu-akciju, a sam odabir ovog naziva  upućuje na 
svjestan odmak od konvencionalnog načina izlaganja. grupa umjetnika nije se 
formalno deklarirala kao grupa. zanimljivo je da joj sam naziv, koji se sačuvao 
do danas, daje povjesničar umjetnosti i kustos marijan susovski, za potrebe 
kataloga izložbe Nova umjetnička praksa, a koja se održala 1978. godine kao 
prva relevantna historizacija fenomena „nove umjetničke prakse” u jugoslaviji. 
slično gorgoni, označitelj grupa upućuje prije svega na intenzivno druženje 
i suradnju između njezinih članova, pri čemu ne postoji zajednički program 
djelovanja i pri čemu svaki od članova realizira i potpisuje individualne radove.
23 grupu penzioner tihomir simčić osnovali su braco dimitrijević i goran 
trbuljak 1969. tandem se u svom kratkom djelovanju bavio razmatranjem 
odnosa umjetnik–institucija i koncepta „anonimnog umjetnika”, „slučajnog su-
dionika” te „slučajno stvorenog umjetničkog djela”. nakon razlaza 1971. obojica 
se nastavljaju baviti odnosom umjetnika i institucije i umjetničkog sistema te 
mehanizmima pisanja povijesti umjetnosti.
24 ”…pitanje je kako manipulirati onim što te manipulira, tako očigledno, tako 
drsko, ali ja nisam nedužan – ne postoji umjetnost bez posljedica.” mladen 
stilinović, Tekst nogom, 1984.
25 hakim bey, T.A.Z. The Temporary Autonomous Zones, Ontological Anarchy, 
Poetic Terrorism. autonomedia anti-copyright, new york, 1985, 1991.
26 puni naziv performansa je Ležanje gol na asfaltu, ljubljenje asfalta (Zagreb, 
volim te!). Homage to Howard Hawks’ Hatari!
27 rečenica se pojavljuje na jednoj od internetskih enciklopedija, pod kronologi-
jom događaja u lipnju 1968. u zagrebu (http://bos.anarchopedia.org/1968._u_
jugoslaviji). iako tekst neposredno prije navodi postojanje suprotstavljenih 
frakcija među zagrebačkim studentima, koje se sukobe oko toga treba li podršku 
beogradskim studentima izraziti i izlaskom na ulice, navedena rečenica kao da 
je zalutala u procesu selektiranja hladnih povijesnih činjenica. podatak da je 
padala kiša (dok se istodobno npr. ignorira činjenica da je studentski centar bio 
već unaprijed opkoljen policijom) relativizira polariziranost suprotstavljenih 
uvjerenja i dramatičnost situacije, pretvarajući njezine protagoniste u indife-
rentnu i melankoličnu skupinu koja je bila spremna na djelovanje, ali samo na 
suhom. 
28 izvrsnu analizu povijesti konstrukcije ženskosti i „ženskog pitanja” u jugo-
slaviji vidi u: bojana pejić, „The morning after: plavi radion, abstract art and 
bananas”, n.paradoxa, vol. 10, 2002
29 tihomir ponoš, Na rubu revolucije – studenti ‘71. profil, zagreb, 2007.
30 katarina spehnjak i tihomir cipek, “disidenti, opozicija i otpor – hrvatska i 
jugoslavija 1945–1990”. hrvatski institut za povijest, br. 2, 2007.
31 tihomir ponoš, nav.dj.
32 “marx je sam za sebe izjavio kako on nije nikakav marksist, imajući pritom u 
vidu svoga zeta paula lafarguea i mnoge druge koji su vulgarizirali i iskrivljava-
li njegovu filozoflju i nauku. u tom smislu ni ja nisam marksist, jer marksistima 
12 josip vaništa, cited in: marija gattin (ed.), gorgona (zagreb: museum of 
contemporary art, 2002).
13 ibidem.
14 radoslav putar, quoted ibidem.
15 Nothing Is Here Yet But Some Form May Already Fit It is the title of a work 
by vladimir kopicl from 1973, in which the sentence in the title is followed by 
another one: “that is why i am not going to record / to exhibit / the work of my 
art so that it would be able to become (it) i am going to recode this out of art, 
yet i did not realise what it is”. see, for example, dubravka Đurić and miško Šu-
vaković (ed.), Impossible Histories. Historical Avant-Gardes, Neo-Avant-Gardes, 
and Post-Avant-Gardes in Yugoslavia, 1918-1991 (cambridge, ma and london: 
The mit press, 2003), p. 232.
16 see, for example, nena dimitrijević, “art as a form of existence”, in: marija 
gattin (ed.), op. cit.
17 hannah arendt, op.cit.
18 jean luc-nancy, Being Singular Plural (stanford university press, 2000).
19 korčula summer school (1964-1974) was a series of seminars in the fields 
of philosophy and sociology, which were launched by rudi supek and milan 
kangrga on the island of korčula. during the ten years of its existence, korčula 
summer school became a meeting point for the most prominent european and 
world philosophers, sociologists, theoreticians, and artists.
20 The group of six artists (mladen stilinović, boris demur, vlado martek, 
Željko jerman, sven stilinović, and fedor vučemilović) realized 21 “exhibiti-
ons-actions” in the period from 1975-1979 - the very choice for naming their 
activities “exhibition-actions” indicates a certain detachment from conventional 
exhibition forms. This art group did not formally declare themselves as such. it’s 
interesting that the group’s name itself was assigned to it by art historian and 
curator marijan susovski for the catalogue of the exhibition New Artistic Prac-
tice, which took place in 1978 and was the first relevant historization of the “new 
artistic practice” phenomenon in yugoslavia. similarly to gorgona, the term 
“group” indicated above all the friendship and intense collaboration between 
its members, although they had no common programme of activity and each 
member signed his own, individual works.
21 senior citizen tihomir simičić was an art group founded by braco dimitrije-
vić and goran trbuljak in 1969. during their brief activity, the duo considered 
the artist-institution relationship and the concepts of “anonymous artist,” 
“incidental participant,” and “incidentally created work of art.” after their 
separation in 1971, both dimitrijević and trbuljak continued investigating the rela-
tionship between the artist and the institution, the art system, and the mechanisms 
of writing art history.
22 ”…The question is how to manipulate what manipulates you, so blatantly, so 
shamelessly, but i am not innocent – there is no such thing as art without consequ-
ences.” mladen stilinović, Tekst nogom [a text by foot] (1984).
23 hakim bey, T.A.Z. The Temporary Autonomous Zones, Ontological Anarchy, 
Poetic Terrorism (new york: autonomedia anti-copyright, 1985, 1991).
24 The complete title of the performance was: Ležanje gol na asfaltu, ljubljenje 
asfalta (Zagreb, volim te!). Homage to Howard Hawks’ Hatari! [lying naked on the 
pavement, kissing the pavement (zagreb, i love you!) homage to howard hawk’s 
hatari!]
25 This sentence appeared in an internet encyclopaedia, which offered the chrono-
logy of the events that took place in zagreb in june 1968 (http://bos.anarchopedia.
org/1968._u_jugoslaviji). even though the text that immediately preceded it men-
tioned the existence of opposed fractions among zagreb students, who disagreed 
about whether they should express their support to belgrade students by taking to 
the streets, the quoted sentence seems to have arbitrarily entered the narrative in 
the process of selecting cold historical facts. mentioning the fact that it was raining 
(while at the same time ignoring, for example, that the student centre was already 
then surrounded by police) relativizes the opposition of beliefs and the dramatic 
character of the situation, turning its protagonists into an indifferent and melan-
cholic crew which was ready for action, but only if it meant preserving dry feet.
26 for an excellent analysis of the history of femininity and the “women’s issue” in 
yugoslavia, see: bojana pejić, “The morning after: plavi radion, abstract art and 
bananas”, n.paradoxa, vol. 10, 2002
27 The socialist federative republic of yugoslavia
28 tihomir ponoš, Na rubu revolucije – studenti ‘71 [on the verge of revolution – the 
students of ‘71] (zagreb: profil, 2007).27 
29 katarina spehnjak and tihomir cipek, “disidenti, opozicija i otpor - hrvatska i 
jugoslavija 1945-1990” [dissidents, opposition, and resistance – croatia and yugo-
slavia, 1945-1990], institute for croatian history, nr. 2, 2007.
30 tihomir ponoš, op. cit.
31 “marx once said about himself that he was no marxist, having in mind his son-in-
law paul lafargue and many others who vulgarized and twisted his philosophy and 
his doctrine. in that sense, i am no marxist either, since even stalin and stalinists 
of all shapes and colours have been declaring themselves as marxist to the present 
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su se smatrali i deklarirali i staljin i staljinisti svih boja i vrsta do današnjeg dana”. 
milan kangrga, Izvan povijesnog događanja: dokumenti jednog vremena, split: 
feral tribune biblioteka, 1997.
33 studentski pokreti 1971. u zagrebu ostali su zapamćeni pod nazivom „hrvatsko 
proljeće”.
34 hrvoje jurić, „protesti i protestiranje“, transkript s diskusije o protestima i pro-
testiranju u okviru projekta bilježenje grada – bilježenje vremena, 2. otvoreni ured, 
klub za net.kulturu mama, zagreb, 24. svibnja 2006., zarez, br.184–185, 2006.
35 nažalost, odnos centra i periferije bi se ovdje teško dao izokrenuti, jer članovi 
grupe navode upravo svoja putovanja po europi a naročito parizu, te upoznavanje 
tamošnje alternativne kulture mladih kao osnovnu inspiraciju za akciju. zlatko 
gall, „peristil – mladalački bunt ili umjetnost“, jutarnji list, 20. 1.1998.
36 termin koji je miško Šuvaković postavio kao zajednički okvir čina historizacije 
avangardnih, neovangardnih i postavangardnih umjetničkih praksi bivše jugosla-
vije. vidi: dubravka Đurić i miško Šuvaković (ur.), Impossible Histories. Historical 
Avant-gardes, Neo-avant-gardes, and Post-avant-gardes in Yugoslavia, 1918-1991, 
str. 232.,The mit press, cambridge, massachussetts, london, england.
37 michel de certeau povezuje strategije s institucijama i strukturama moći, dok 
taktike koriste pojedinici kako bi stvorili prostor za sebe u okolišu definiranom 
strategijama. prema toj premisi grad je koncept generiran iz pravila i strateškog 
manevriranja vlasti i institucija. s druge strane, svakodnevni prolaznik (čiju 
su ulogu umjetnici kasnih 60-tih i 70-tih često preuzimali) djeluje načinima i 
metodama koje su taktičke i nikad posve determinirane strategijama tijela vlasti. 
prema: michel de certeau, The Practice of Everyday Life, university of california 
press, london, 1988.
38 intervencija Željka jermana u javnom prostoru u formi transparenta ispred 
studenskog centra u zagrebu, 1978.
39 realizira ju mlada ekipa od kojih su neki još uvijek studenti adu (režija: Želimir 
mesarić, glumačka ekipa: zdenko jelčić, darko Ćurdo, branko supek, mladen 
budišćak, angel palačev, zvonko lepetić, Đuro utješanović).
40 prema podnaslovu mostarskog literarnog časopisa „kolaps - vodič za urbane 
spavače”.
41 tu zabavu je, u domaćem kontekstu, pokvario već 1924. godine august cesarec, 
kada je, za vrijeme svog boravka u sssr-u, za književnu republiku napisao tekst: 
“savremeni ruski slikari. umetnost u revoluciji i apstrakcija u umetnosti. kan-
dinski, maljevič, tatljin”, u kojem je, prema riječima miška Šuvakovića, “iznio 
radikalnu levu kritiku moderne i avangardne umetnosti ukazujući na probleme 
recepcije avangardnih dela u masovnoj socijalističkoj kulturi, tj. u radničkoj kla-
si.” m.Šuvaković, „zašto nemoguće istorije“, novine galerije nova, br.13/14, 2007. 
mnogo kasnije, na jednom od aprilskih susreta zabavu je pokvario, kako opet, 
ali drugom prilikom, izvještava Šuvaković, gost achile bonito oliva koji je skc i 
njegovo djelovanje nazvao “rezervatom” izoliranim od kulture u kojoj djeluje, koji 
vlasti služi kako bi pred zapadom imala dokaz o razmjerima svoje liberalnosti. 
vidi katalog izložbe: skc in Škuc. The case of students’ cultural centre in the 
1970’s, uredili: prelom kolektiv; prelom kolektiv i galerija Škuc, 2008.
42 primjerice, u radu mladena stilinovića koji pogađa u temelje društvenog i ideo-
loškog poretka – jezik kojim govori i ikonografiju kojom ga ilustrira; u radovima 
vlade marteka koji su verbalna agitacija anarhoidnog ponašanja prema “državi”: 
“laži državu”, “zaljubljen sam u državu, živio preljub”, svena stilinovića koji se 
bavi dekonstrukcijom simbola poput jugoslavenske zastave itd. 
43 možda je opet izvjesna, i dovoljna, sama želja za “postajanjem”, a ne i određeni 
cilj.
44 jadran boban, „kralj šume u transu rock’n’rolla – razgovor sa slobodanom 
tišmom“, zarez, broj 146, 2005. 
45 Umjetnost uvijek izmiče, to je konstanta naziv je jednog od „tekstova-crteža” 
ivana kožarića (1988.).
46 alain badiou, fifteen Theses on contemporary art, predavanje održano 4. 
prosinca 2003, u the drawing center u new yorku. ovdje citirani dijelovi teksta 
preuzeti sa: http://www.lacan.com/frameXXiii7.htm
47 vidi bilješku br. 36
_________ 
ivana bago je povjesničarka umjetnosti i kustosica u galeriji miro-
slav kraljeviĆ u zagrebu, gdje Živi i radi. 
antonia majača je povjesničarka umjetnosti, kustosica i 
direktorica galerije miroslav kraljeviĆ u zagrebu, gdje Živi i radi. 
day.” milan kangrga, Izvan povijesnog događanja: dokumenti jednog vremena, 
[beyond historical events: documents of a time] (split: feral tribune biblioteka, 
1997).
32 The zagreb student movements of 1971 are known as the “croatian spring.”
33 maspok (mass movement) is another name for croatian spring.
34 hrvoje jurić in: “protesti i protestiranje“[protests and protesting], transcript 
from a debate part of the project bilježenje grada – bilježenje vremena [docu-
menting the city – documenting the time], 2nd open office, klub za net.kulturu 
mama, zagreb, 24 may 2006, zarez, nr.184-185, 2006.
35 unfortunately, the relationship between centre and periphery could hardly be 
inverted here, since the members of the group stated that it was precisely their 
journeys to europe, especially to paris, and getting acquainted with its alternative 
youth culture, that served as the basic inspiration for their action. zlatko gall, “pe-
ristil – mladalački bunt ili umjetnost” [peristyle – youth rebellion or art], jutarnji 
list, 20 january 1998.
36 The term miško Šuvaković set as the common frame of any act of historization of 
avant-garde, neo-avant-garde and postavant-garde artistic practices in ex-yugosla-
via. see: dubravka Đurić i miško Šuvaković (ur.), Impossible Histories. Historical 
Avant-gardes, Neo-avant-gardes, and Post-avant-gardes in Yugoslavia, 1918-1991, 
str. 232.,The mit press, cambridge, massachussetts, london, england.
37 michel de certeau has linked strategies to institutions and power structures, 
while tactics are used by individuals in order to create a place for themselves in 
an environment defined by strategies. according to this premise, city is a concept 
generated from rules and the strategic manoeuvring of the authorities and the 
institutions. on the other hand, an average passer-by (whose role was then 
frequently adopted by artists in the late 60s and 70s) could act upon it in ways 
and methods that were tactical and never entirely determined by strategies of the 
bodies of power. paraphrased from: michel de certeau, The Practice of Everyday 
Life (london: university of california press, 1988).
38 Ovo nije moj svijet [This is not my World], an intervention in public space by 
Željko jerman, in the form of a billboard placed in front of the student centre, 
zagreb (1978).
39 it was realized by a team of young people, some of which were still students at 
the academy of drama arts (directed by Želimir mesarić, actors: zdenko jelčić, 
darko Ćurdo, branko supek, mladen budišćak, angel palačev, zvonko lepetić, 
Đuro utješanović)
40 referring the title of a literary journal from mostar called “kolaps - vodič za 
urbane spavače” [collapse: guide for urban sleepers].
41 in the local contex, the fun was spoilt as early as 1924 by august cesarec, who 
wrote an essay for književna republika during his stay in the ussr, entitled: 
“contemporary russian painters: art in revolution and abstraction in art. 
kandinsky, malevich, tatlin”, in which he, according to miško Šuvaković, “offered 
a radical leftist criticism of modern and avant-garde art, pointing to the problems 
of reception of avant-garde artworks in popular socialist culture, i.e. among the 
working classes.” m. Šuvaković, “zašto nemoguće istorije” [Why impossible hi-
stories], novine galerije nova, nr.13/14, 2007. many years later, at one of the april 
encounters, the fun was spoilt, as Šuvaković reports, by a guest, achile bonito 
oliva, who called skc and its activity a “reservation”, isolated from the culture in 
which it was active and used by the authorities in order to have a proof of its great 
liberality before the West. see the exhibition catalogue: SKC in ŠKUC. The Case of 
Students’ Cultural Centre in the 1970’s, ed. by prelom kolektiv; prelom kolektiv 
and Škuc gallery, 2008.
42 for example, in the work of mladen stilinović, striking at the very foundations 
of social and ideological order – the language it used and the iconography which 
served to illustrate it; in those of vlado martek, which were a case of verbal agi-
tation and anarchoid behaviour towards the “state”: lie to the state, i am in love 
with the state, long live adultery, etc.; or in those of sven stilinović, who was 
deconstructing symbols such as the yugoslav flag.
43 perhaps, we could again speak with certainty – and perhaps this is sufficient - 
only with regards to the mere wish to “become” something, rather than a definite 
goal.
44 jadran boban, “kralj šume u transu rock’n’rolla - razgovor sa slobodanom tiš-
mom” [king of the forest in a rock’n’roll trance – an interview with s.t.], zarez, 
nr. 146, 2005.
45 Art Always Slips Away, That Is a Constant is the title of a “text/drawing” by ivan 
kožarić (1988).
46 http://www.lacan.com/frameXXiii7.htm 
47  see footnote 36
_________ 
ivana bago is a curator and art historian based in zagreb, Where 
she Works as curator at galerija miroslav kraljeviĆ.
antonia majača is an art historian, curator and director of 
galerija miroslav kraljeviĆ, based in zagreb. 
pljuni istini 
u o či (a z atim 
brzo z at vori 




spit in the 
eye of truth 
(then quickly 
close your 
eyes before it)
-
ivana 
bago
antonia 
majača
-
